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THE INTERPRETATION OF ROMANQES E CANTARES 
IN SANTILLANA 


ANTILLANA’S Prohemio, c. 1449, is commonly held to give the 
earliest explicit reference to Spanish balladry: “Infimos son 
aquellos que sin ningun orden, regla, nin cuento fazen estos romances 
e cantares de que las gentes de baxa e servil condicion se alegran;” 
and much theory has been erected thereon. Taken at their face 
value ‘romances’ are ballads, though only, be it noted, in the light 


of the later history of the word; ‘cantares’ to some are epics, to 
others lyrics, ‘canciones,’ to others again a term of vague content 
that can conveniently be swept out of the way. Thus critics of a 
past generation ! were led to assume, on the strength of the passage, 
the survival of the epic into the mid-fifteenth century and its 
virtual identity as a literary type with the baliad, so that both could 
be brought under the same sweeping condemnation; and though 
they forbore to argue the assumptions or pursue their implications, 
they found here fresh support for the theory that the ballad origi- 
nated in a process of epic disintegration. Sr. Menéndez Pidal, on 
the other hand, in treating of Santillana, appears either to ignore the 
second term or tacitly to assume it to be synonymous with the first, 
and adds the dictum without scrutiny to his collection of evidence 
on the ballad.? 

In view of the uncertainties that still envelop the course of epic 
and ballad development in Spain, it is permissible to insist that no 
data be used to build up a case until they have been subjected to a 


1 Wolf, Studien zur Geschichte der span. und portug. Nationalliteratur, 416 ff.; 


we Los Cantares de myo Cid, 102; Menéndez y Pelayo, Antologta de liricos, 
XI, 95. 


* El Romancero Espafiol, 1910, 72; Poesta juglaresca y juglares, 1924, 416. 
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searching examination. The more vital the link, the greater the 
obligation. In interpreting a conjunction of two terms of admit- 
tedly dubious import under a common label, as here, it is mathe- 
matically clear that there are at least three main possibilities to be 
considered: (1) a and b may be a straightforward reference to two 
different things; (2) they may be variant expressions for one thing, 
a; (3) they may be variant expressions for another thing, b. Until 
these possibilities have been applied to Santillana we are not 
entitled to draw inferences from his reference, and in applying them 
we must give a content to a and b less in terms of their most con- 
sistent use down the centuries than of their most probable value at 
the moment when Santillana wrote. Further, if external evidence 
prove inconclusive, internal evidence—in so far as it is unambiguous 
—must sway the balance. The passage occurs in a technical 
treatise in which Santillana’s line of argument, close-knit and 
perspicuous, may itself be the key to this reference that time has 
obscured. 

A first and, we think, solitary serious attempt to solve the 
obscurity has been made by the late Professor H. R. Lang in his 
Notes on the Metre of the Poem of the Cid* If we consider this 
inconclusive and in a measure suspect, it is because Lang is less 
concerned to elucidate his author disinterestedly and proceed by 
elimination than to fit him into his special theory of ballad priority. 
He thus begins by assuming ‘romance’ in Santillana to mean ballad, 
referring for evidence to Nebrija and Encina although the inter- 
vening fifty years are commonly held to be the most vital in the 
development of the kind, and equates this to a type of primitive 
epic lay that, under the name romanz or romance, he holds to have 
been current as early asthe thirteenth century. Left with ‘cantares,’ 
which he finds much less clear, Lang concludes from a study of the 
history of the term that we need not understand by it anything 
more than either a synonym of ‘romances’ or else lyric songs of a 
popular character. The ‘balance of probabilities’ which decides 
him in favour of the latter rests on the occurrence of the word 
(alone, be it noted) in four other passages in Santillana where it 
indubitably means lyric, and on the strange contention that, as the 
Prohemio “‘is chiefly concerned with the history of lyric and alle- 
gorical poetry, one may reasonably doubt that he chose exclusively 
epic composition for an appropriate contrast with the artificial 
lyrism of Guido Guinicelli and Arnaut Daniel, disregarding entirely 


3’ Romanic Review, V-IX, 1914-18. For Santillana see V, 304-22. 
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the large body of lyric verse written before and during his own 
time in courtly imitation of traditional types.” 

Reference to Santillana’s first term of comparison—“ sublime se 
podria dezir por aquellos que las sus obras escrivieron en lengua 
griega o latina, digo metrificando”—would have made it clear that 
he is not here concerned with artificial lyrism or any other classifi- 
cation of poetry by content, but solely with the history of formal 
poetry, or of form in poetry, that is, with the artistry shown by 
poets in their verse. The deduction that the ‘romances e cantares’ 
must consequently be understood, not as romances and cantares, but 
as ‘literary compositions reproducing songs designated by these 
terms,’ and that ‘cantares’ imply ‘courtly imitation,’ would seem to 
arise not from the evidence nor even from probabilities but from a 
theory too strongly held. 

Having plunged into this mis-reading in order to find an arbitrary 
value for ‘cantar,’ Lang plunges still farther and makes Santillana, 
an authority on poetry and an outstanding poet, condemn himself 
as one of the ‘infimos’: ‘In all probability, therefore, the Castilian 
littérateur included in his classification, beside himself, noted singers 
like Rodriguez de la Camara and Carvajal, Villasandino, Juan Roiz 
and others, fully as he recognized their literary merit in other 
respects.”” For ‘infimos son aquellos’ we are then to read ‘infimos 
somos nosotros.’ Lang’s inclusion of Villasandino in itself im- 
mediately rules this view out of court, since Santillana makes 
specific reference to him in his letter: ‘‘ Desde el tiempo del rey don 
Enrique . . . se comengo a elevar mas esta sciencia e con mayor 
elegangia, e ha avido hombres muy doctos en esta arte, e princi- 
palmente Alfonso Alvarez de Ilyescas, grand dezidor, del qual se 
podria dezir . . . que todos sus motes e palabras eran metro.” 

It is, we think, self-evident that Lang’s interpretation of 
‘cantares’ is vitiated by the strange difficulty he experiences over 
the customary occurrence of the word in the plural in medieval 
record: ‘Et algunos dizen en sus cantares et en sus fablas. . .’ 
‘Et dizen en los cantares de las gestas. . . ... The regular recurrence 
of this formula one may without difficulty take to indicate simply 
the whole corpus of poetic matter collected by Alfonso X for his 
Crénica. The scribes do not give a specific reference to each 
cantar for each incident. When on occasion they do specify, the 
term becomes singular: ‘dize aqui en el castellano la estoria del 
Romanz dell Infant Garcia . . . ;’ * ‘fallamos en otros lugares e en 


* Primera Crénica General. 
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el cantar que dizen del Rey don Ferrando . . . ;’ § ‘en el cantar del 
rey don Sancho... ;’* ‘porque vos queremos contar aqui 
complidamente toda la estoria del rey don Sancho asi como la 
cuentan los juglares. ...’7 The last two passages, in which ‘los 
juglares’ is equivalent to ‘el cantar,’ make it clear that the indefinite 
third person plural need not be taken literally any more than it is 
to-day when we say ‘People tell me’ or ‘I see by the papers.’ 
There is no justification on these grounds for giving to Santillana’s 
use of ‘cantar’ a meaning which does violence to the evidence and 
to the whole intent of his Prohemio. To the interpretation of the 
companion term ‘romange’ we have noted that Lang makes no 
contribution. In spite of his elaborate commentary of the passage, 
therefore, the question may profitably be re-opened and the evidence 
examined afresh. 

Santillana’s indictment of the ‘romances e cantares’ rests first on 
a technical, then on a social stigma. The former is the more im- 
portant. ‘‘Infimos son aquellos que sin ningun orden, regla, nin 
cuento fazen estos romances e cantares.” Throughout the Prohemio 
we are constantly reminded that the author’s attitude to poetry is 
that of the craftsman, not of the wsthete. He prefers the Italians 
to the French ‘solamente ca las sus obras se muestran de mas altos 
ingenios, e adornanlas e componenlas de fermosas e peregrinas 
estorias.”” The French remain superior ‘“‘en el guardar del arte.” 
For Santillana, an experimenter and innovator in poetic expression, 
‘el arte’ lies in form and especially in prosody, its laws and intri- 
cacies. This determines, inter alia, the choice of titles in his scant 
mention of early Spanish literature: “Entre nosotros usose pri- 
meramente el metro en assaz formas, asy como el Libro de Alexandre, 
Los votos del Pavon, e aun el Libro del Arcipreste de Hita”. The 
first of these we still remember primarily for its ‘grant maestria’ of 
‘syllauas cuntadas,’ the last is a source-book of metrics, and it may 
safely be conjectured that the claim to inclusion of the lost Votos del 
Pavon was similar. The striking omission of all reference to early 
epic, that some have thought to imply ignorance, has here its much 
more rational explanation. 

The ‘romances e cantares’ are charged then with their lack of 
‘order, rule, and syllable-count,’ as not conforming to a definite 
metrical pattern and to the precepts of poetic composition. Now 

5 Crénica de Veinte Reyes. 

6 Prim. Crén. Gral. 

’ Crén. Veinte Reyes. 
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the Spanish ballad, the romance as we know it, is too short to admit 
of disorder as a generic charge, it is too simple to admit of rules for 
its formal development, and it does conform to a definite system of 
syllable-count, a sequence of octosyllables with a single alternate 
assonance, that if less subtle than the pareados, macho y hembra, 
mansobre and other devices of the Cancionero de Baena, still repre- 
sents a conscious metrical norm. Its lack of rime, that alone 
differentiates the ballad form from many of the lyrical compositions 
of the cancioneros, is no disparagement of its artistry to Santillana, 
who admits Catalans, Valencians, and even some Aragonese to be 
‘grandes Officiales desta arte’ although only ‘algunos consonavan e 
otros non.’ None of the ballads known to us which are demon- 
strably earlier than Santillana, e.g. those of the Don Pedro cycle,* 
are such as to merit the sweeping condemnation under discussion. 
Metrically they represent a respectable achievement for the epoque, 
fairly comparable with that of Santillana’s own lyrics in the 
Cancionero de Stéfiiga, and Santillana, whose painful and pedantic 
effort to turn the prose of Gil de Zamora’s Alabancas de Espaiia into 
verse is a useful object lesson,® was scarcely one to feel scornful 
towards them. We can, in short, find no warrant for assuming 
chaos in 1449 in a metre that Nebrija in 1492 is to assimilate to a 
classical measure, ‘‘el tetrametro iambico que llaman los latinos 
octonario, e nuestros poetas pie de romances.” !° Confusion there 
is in the comparison, but it is a confusion born of the order, and not 
the disorder, of the ballad form. 

The social charge as applied to the romances seems equally open 
to question: “‘estos romanges e cantares de que las gentes de baxa e 
servil condigion se alegran.’’ ‘“‘Se engafian mucho,” wrote Sr. 
Menéndez Pidal in 1910," “‘los que creen esta tan repetida frase al 
pie de la letra; lo Gnico que de ello podemos concluir es que el 
marqués, como poeta archiculto, enamorado del renacimiento 
italiano, despreciaba los romances del vulgo.’”’ Yet Santillana’s 
words convey the unmistakable impression of an intention to be no 
less crushing than comprehensive of the kind, whatever that kind 
be, and Sr. Menéndez Pidal, still applying them to the romancero, 
admits as much in 1924 ” and insists on the full rigour of a literal 

* See Entwistle, “The Romancero del Rey don Pedro in Ayala and the Cuarta 
Crénica General,’’ Modern Language Review, 1930, XXV. 

* See Schiff, La Bibliothtque du Marquis de Santillane, 1905, 422-3. 

” Gramdtica de la Lengua Castellana, edit. Gonzélez-Llubera, 1926, 64. 


1 El Romancero Espafiol, 72. 
2 Poesia juglaresca, 416-7. 
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interpretation, supporting it with a quotation from Las Trescientas 
of Juan de Mena, 1444: “‘segun dizen rusticos deste cantando,” a 
presumptive reference to the ballad on the brothers Carvajal, 
“Vdélasme, Nuestra Sefiora.”” The ‘rusticos,’ however, even 
granting the presumption, are much less convincing. Juan de Mena 
implies at most that, passing through the countryside, he had heard 
peasants sing this song; to read into his words that the song belonged 
to a type of poetry scorned by all save the lowest classes is to strain 
the evidence. Santillana, be it noted, had no contempt for a type of 
poetry merely because it emanated from or found favour with the 
plebs. The freshness and spontaneity of such poetry, as found 
precisely among the ‘rusticos,’ captivated him and inspired that 
part of his own poetic composition that is most secure against 
oblivion. Artlessness is something very different from lack of art, 
and it is lack of art, a jarring formlessness, that he is here attacking. 

Evidence on the other side is much more concrete. Sr. Menéndez 
Pidal would have this poetry, beneath contempt just before 1450, 
leap in the course of the next decade or so into favour in the highest 
circles. It seems to have enjoyed favour there from the beginning. 
Three-quarters of a century earlier, the Don Pedro ballads bear all 
the appearance of skilful party propaganda tossed between the rival 
royal camps, and according to our present knowledge they constitute 
the earliest group. When in 1442," two years before Las Trescientas 
and some seven before the Prohemio, the queen Dofia Maria of 
Aragon charged her courtier Carvajales to lodge a poetic complaint 
against her absentee husband, we see the poet deliberately choose 
the ballad form and model his effort on one then popular, and this 
with his other romance is included in a collection of court poetry, the 
Cancionero de Stiéfiiga, along with compositions by Santillana. 
When therefore we read of Enrique IV in 1462 that “por tan grande 
fue tenido este fecho (a frontier raid), segtin dice el cronista, que el 
rey nuestro sefior, porque mayor memoria quedase, mandé facer un 
romance, el cual a los cantores de su capilla mandé asonar,” “ we 
are not witnessing a sudden and complete reversion of taste, as the 
Spanish scholar would have it, but the natural development of a 
trend known to have existed nearly a century before, and that is 
proper to all heroic poetry in its origins. It would seem that neither 
of Santillana’s charges can apply with any aptness to the romancero. 


18 For the date see Morley, Romanic Review, 1916, VII, 77-9, where the 
traditional attribution to Carvajales is questioned. 

4 Crénica del Condestable, quoted in Menéndez Pidal, Poesia juglaresca, 421. 
The ballad is missing in all the Mss. 
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Is it possible that in writing thus of ‘romanges e cantares’ Santillana 
had in mind something other than ballads? If a and b are neither 
the separate a and b we know, nor synonyms for a, may they not be 
synonyms for 6? 

There is significance in the use of the double term. The general 
sense evolution of the word romance is well known. A documented 
chronological study remains a desideratum, since it is clear that at 
given periods the word was current in several meanings, but the 
following familiar quotations will serve our present purpose: ‘dize 
aqui en el castellano la estoria del Romanz dell Infant Garcia’ 
(Primera Crénica General) ; ‘Et algunos dizen en sus romanges et en 
sus cantares que el rey quando lo sopo que mando que fiziessen 
bafios’ (idem of Bernardo del Carpio); ‘de las hestorias et de los 
romances et de los otros libros que fablan de aquellas cosas de que 
los homes reciben alegria et placer’ (Siete Partidas, of pleasures 
permitted to the king) ; ‘tornoles a rezar un romance bien rimado / de 
la su razon misma por o habia pasado’ (Libro de Apolonio, that is to 
be ‘un romance de nueva maestria’); ‘El romanz es leido, / dat nos 
del vino’ (explicit appended to the 1307 Ms. of the Poema de Mio 
Cid). These passages, all of an earlier date than the oldest ballads 
of whose chronology we can speak with knowledge, demonstrate the 
use of ‘romance’ as equivalent to cantar, to denote an epic compo- 
sition or sustained heroic narrative. The Crénica Rimada del Cid, 
c. 1400, substantiates the use, for although the Don Pedro ballads 
were then, it is to be believed, in existence, this last decadent 
refundicién of the most popular epic theme must be taken as 
referring to its forerunners, the epic sources it so rudely manhandled, 
when it twice introduces the tag: ‘segunt dize en el Romance.’ ' 
Almela, writing in his Compendio Historial, 1479, of “aquellos reyes 
e principes antiguos,” says that ‘‘mandavan otros{ que menestrilles 
e juglares viniesen con sus laudes e vihuelas y otros ynstrumentos 
para que con ellos les tafiesen e cantasen los romances que heran 
ynventados de los fechos famosos de cavalleria.” * Interpretation 

4 Edit. Bourland, Revue Hispanique, 1911, XXIV, lines 546, 636. Durdn’s 
statement that “mucha parte de la Crénica Rimada puede considerarse como una 
colecci6n de romances descompuestos y mal zurcidos” (Romancero General, BAE, 
XVI, 663) remains unproven. Lang, who argues so acutely for Durdn’s general 
theory, made no attempt, to our knowledge, to substantiate it from this source, 
although as the only epic composition dating from a time when the ballad is 


generally admitted to have been in existence, it would appear to offer peculiarly 
favourable conditions for the demonstration. 


1 Quoted in Menéndez Pidal, Poesia juglaresca, 376. 
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here is dubious, since we have already seen romance used for ballad 
some time after 1462, but Almela’s intention, with ‘romange’ no 
less than with ‘menestrilles e juglares,’ is to evoke a distant heroic 
age, and ‘romance’ on balance would appear to mean epic. 

In Santillana there is perhaps less doubt. While we cannot cite 
early examples, still less an established usage, of ‘cantar’ as equiva- 
lent to ballad,'’ we have seen that ‘romance’ as equivalent to cantar, 
the original recognized term for epic, had been current for at least a 
century and a half. The conjunction of the two, ‘romances e 
cantares,’ has the authority of the Primera Crénica General, and it 
would gain additional pertinence here from the contemporary 
weakening of ‘cantar’ to mean cancién just when ‘romance’ was 
being adapted to mean ballad.’* Neither being unambiguous, 
Santillana plays for clarity by using both. The terms of his charge, 
too definite and uncompromising to embrace equally two categories 
so different in scope as the epic and the ballad, create a strong 
presumption in favour of this interpretation. It is further sup- 


17 The earliest we have noted are from the turn of the century: Nebrija, 
Gramdtica Castellana, 1492, 70, “aquellos cantares que llaman romances’”’ (which 
shows that the term if applied to ballad still needed to be made explicit), and 
Hernén Niifiez in his Commentary on Juan de Mena, 1505, “esto dice por un 
cantar que comienza: Alora la bien cercada.’’ Alonso Téllez de Meneses, writing 
of the “gran batalla de Caxcaxares ’ in his Historia del principado del orbe, mid- 
sixteenth century, has “segtin dizen hasta oy los cantares de aquellos tiempos” 
and proceeds to quote from “Ya se salen de Castilla’ (see Menéndez Pidal, La 
Leyenda de los Infantes de Lara, 1896, 92). Lanz’s inference from the expression 
‘de aquellos tiempos’ (Romanic Review, 1918, [X, 62) is remarkable: “This 
historian would scarcely have chosen it if, instead of looking upon his cantares 
or romances as descendants of songs of similar scope and style composed under 
the immediate impression of events, he had entertained the idea that they did 
not, in anything like the form familiar to him, reach further back than one or 
two hundred years before his own day, but were merely fragments of other more 
extensive and elaborate poems dating from what is called the period of epic 
decadence.” To postulate at this date, less than a century after the invention 
of printing and two centuries before the birth of scientific criticism, an exact 
knowledge of complex literary processes which are still in debate, is ingenuous. 
Téllez de Meneses had no means of tracing the evolution of his ‘cantares’ even 
down the one or two centuries that Lang considers a negligible period of time. 
It will be remembered that just about this date another historian, Florién de 
Ocampo, who as royal chronicler would have access to all available documents, 
published the Tercera Crénica General in the belief that it was that compiled by 
order of Alfonso X (Menéndez Pidal, Crénicas Generales de Espafia, 1918, 125). 
The expression in question has the same critical value as that other of Sancho 
Panza to the effect that the ballads were too old to lie. 

18 Note that the term ‘romance’ is twice applied to rimed couplets by Garei 
Sanchez de Badajoz (Foulché-Delbosc, Cancionero del siglo XV, II, 636, 651). 
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ported by the frequency with which Santillana uses doublets 
throughout his treatise, beginning with the title, Prohemio e Carta: 
‘los rimos e metros,’ ‘todo modo o manera de poesia o poetal 
locucion e fabla,’ ‘compuso e canto en metro e escrivio,’ and the 
constantly repeated and apparently interchangeable ‘canciones e 
decires.’ 

This prima facie possibility that epic, and epic alone, and not 
ballad is meant will acquire probability if Santillana’s charges now 
take on the pertinence they lacked before. From our knowledge of 
the course of epic development in Spain we may fairly take the last 
of the kind to survive, the Crénica Rimada del Cid, even granting it 
to be part chronicle, as representative of a final decadent stage 
commonly assumed to end—as regards composition, not as regards 
currency—with the beginning of the fifteenth century. Had 
Santillana been writing specifically of it he must have used just such 
terms: ‘sin ningun orden, regla, nin cuento.’ The Renaissance was 
bringing to light a body of precept on epic composition. The 
Crénica Rimada exists as if to flout it. It is ‘un zurcido de retazos,’ '* 
‘el cuaderno de apuntaciones de un juglar degenerado, que embuti6 
en él todo lo que sabfa,’ *° ‘un cent6n revuelto de cosas mal recordadas 
y fuera de propésito,’** a stranger to propriety, verisimilitude, 
psychology, proportion, to anything that speaks of order, precept or 
harmonious development. And whatever advance in metrical 
regularity is found here over the Poema de Mio Cid, a formal 
metrist such as Santillana would still hold it innocent of ‘cuento.’ 

As for its public, the fall of the juglar from the favour of kings 
and nobles, an evolution traced in detail by Sr. Menéndez Pidal, is 
to be related intimately to the descent of his minstrelsy in the 
scale of poetic art. When truth, both historic and poetic, had given 
way before the arbitrary and the incredible, when innate nobility 
had been merged in ranting self-assertion, as in the passage from the 
Mio Cid to the Crénica Rimada, the epic could no longer boast any 
appeal to a sensitive and refined audience. Mio Cid could stir to 
emulation of heroic exploits. The Crénica Rimada calls for a 
circle of credulous commoners. Thus by the fifteenth century, 
quite apart from the humanistic tinge and the cult of polite letters 
that the dawning Renaissance imparts to the court of Juan II, the 
juglar’s supplementary audience of the market-place had become his 

* Duran, Romancero General, II, 649. 


*° Menéndez y Pelayo, Antologia de liricos, XI, 337. 
* Menéndez Pidal, Poesta juglaresca, 407. 
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only one, and men of taste despised the crudity of his wares, ‘de que 
las gentes de baxa e servil condigion se alegran.’ * 


Wituiam C. ATKINSON 
University of Glasgow 


* The purpose of the present article is strictly defined by its title. The 
evidence for the survival of the epic in popular currency down the fifteenth cen- 
tury, and the conclusions that might be drawn from such survival, I have dealt 
with in an essay on the chronology of Spanish ballad origins, to appear shortly, 
I hope, in the Modern Language Review. 
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I. EDICIONES ESPANOLAS DEL CRITICON 


I 


EL CRITICON /PRIMERA PARTE/EN/LA PRIMA- 
VERA / DE LA NINEZ, / Y EN / EL ESTIO DE LA IVVEN- 
TVD. / AVTOR / GARCIA DE MARLONES./ Y LO DEDICA / 
AL VALEROSO CAVALLERO / Don PABLO DE PARADA: / 
DE LA ORDEN DE CHRISTO, / General de la Artilleria, y 
Governa- / dor de Tortosa. / CON LICENCIA. / [Raya horizontal 
quebrada en cuatro puntos.]/En ZARAGOZA, por IVAN 
NOGVES, y a su costa / Afio M.DC.LI. 


Portada.— Vuelta en blanco.—Licencia, D. Sala, Off. y Reg. el V. G., 
Zaragoca, 18 de Abril 1651; sigue franja floreada a lo ancho de la plana, 
y debajo la Censura del Padre Don Antonio Liperi, Zaragoga, 6 de 
Iunio de 1651.—Imprimatur, Canales, Reg.—Dedicatoria a Pablo de 
Parada, firmada Garcia de Marlones.—‘‘A qvien leyere;’’ sigue franja 
floreada a lo ancho de la plana, y debajo “ Erratas,” sin firma ni fecha.— 
Texto. 

8°.—4 hojas, 288 pdgs.—Al pie de pag. 288: “Parte segunda en el 
Otofio de la edad | varonil, y en el Invierno de la vejez.”—A renglén seguido. 
—Sign. A-I, K-L, M-N, O-S de 8 hojas. 


British Museum (fotocopias en Library of Congress, Wash- 
ington). 
II 


EL CRITICON /SEGVNDA PARTE./IVYZIOSA COR- 
TESANA / FILOSOFIA,/ EN / EL OTONO DE LA / VARONIL 
EDAD. / POR / LORENZO GRACIAN. / Y / LO DEDICA / AL 
SERENISSIMO SENOR/D. IVAN DE AVSTRIA. /CON 
LICENCIA,/ [Raya horizontal quebrada en tres puntos. ]/ En 
Huesca: por Iuan Nogués. Afio 1653. / A costa de Francisco Lam- 
berto, Mercader de Libros. / Vendese en la Carrera de San Geronimo. 


Portada.— Vuelta en blanco.—Dedicatoria.—Licencia, D. Sala, Offi. y 
Reg. el V. G., Caragoca, 24 de Febrero de 1653; sigue franja floreada a lo 
ancho de la plana, y debajo la Censura del Doctor Ivan Francisco Andres, 
Zaragoca, 9 de Marco 1653.—Imprimatur, Exea, Reg.—Censura critica 
del Criticon, del Licenciado Iosef Longo, Zaragoga y Margo, a 20 de 
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1653.—Erratas, sin firma ni fecha.—Indice de las crisis de esta Parte, e 
Indice de las crisis de la Tercera Parte.—Texto. 

8°.—8 hojas, 288 pdgs.—Al pie de pag. 288: “Parte tercera, en el 
Inuierno | de la Vejez.”—A renglén seguido.—Sign. a, A-I, K-L, M-N, 
O-S de 8 hojas. 


British Museum (fotocopias en Library of Congress); Biblioteca 
Nacional, Madrid; Bibliothéque Nationale, Parfs. 


Ill 


EL / CRITICON, / PRIMERA PARTE. / EN / LA PRIMA- 
VERA / DE LA NINEZ, / Y / EN EL ESTIO / DE LA JUVEN- 
TUD. /SU AUTOR / LORENZO GRACIAN. / LISBOA. / Con 
todas las licencias necessarias./ En la Officina de Henrique Valente/ 
de Oliveira. Afio 1656. 


Portada.—Vuelta en blanco.—Licengas: Frey Adriao Pedro, Lisboa, 
no Convento da Santissima Trindade, em 8. de Fevereiro de 656; Fr. 
Manoel da Visitacao, Lente de Prima, Lisboa, no Cévento de S. Francisco 
da Cidade, 3. de Marco de 1656; F. Bispo de Targa, Lisboa, 13. de Margo 
de 1656; O D. Manoel Manso da Fonseca, Lisboa, 25. de Margo de 1656; 
D. P. P. Casado. Pacheco. Mattos. Marchao, Lisboa, 27. de Marco de 
1656; O Doutor Frey Adrido Pedro, Lisboa, no Convento da Santissima 


Trindade, em 30. de Mayo de 656; Pantaledo Rodrigues Pacheco. 
Diogo de Sousa. Frey Pedro de Magalhaes. Luis Alvarez da Rocha, 
Lisboa, 30. de Mayo de 1656; D. P. P. Casado. Pacheco. Mattos, Lisboa, 
31. de Mayo de 1656.—A quien leyere.—Indice de las crisis de la Primera 
Parte, e Indice de las crisis de la Segunda Parte “que se queda estam- 
pando.” —Texto. 

8°.—4 hojas, 280 pdgs.—Al pie de pag. 280: ‘‘ Prometese la segunda 
parte en el Otofio de | la edad varonil, y en el Invier- / no de la vejez. | 
LAVS DEO.”—A renglén seguido.—Sign. A-I, K-L, M-N, O-R de 8 
hojas, S de 4 hojas. 


Biblioteca Nacional, Lisboa. 


IV 


EL / CRITICON, /SEGVNDA PARTE. / JVIZIOSA COR- 
TESANA / FILOSOFIA, / EN EL OTONO DE LA / VARONIL 
EDAD. / POR / LORENZO GRACIAN. / LISBOA. / Con todas 
las licencias necessarias. / En la Officina de Henrique Valente / de 
Oliveira. Afio 1657. 


Portada.— Vuelta en blanco.—Licengas: Fr. Manoel da Visitacdo, 
Lente de Prima, Lisboa, em S. Francisco da Cidade, 28. de Nouembro de 
1655; O Doutor Fr. Adriado Pedro, Lisboa, no Conuento da Sanctissima 
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Trindade, em 19. de Dezembro de 655; Pantaledo Rodrigues Pacheco. 
Fr. Pedro de Magalhaes, Lisboa, 23. de Dezembro de 1655; O Bispo de 
Targa, Lisboa, 12. de Janeiro de 656; Manoel Manso da Fonseca, Lisboa, 
25. de Janeiro de 656; D. P. P. Casado. Pacheco. Mattos. March4o, 
Lisboa, 27. de Janeiro de 656; Pedro da Silua de Faria. Francisco Cardoso 
de Torneo. Fr. Pedro de Magalhaes, Lisboa, 22. de Feuereiro de 1657; 
Mattos. Marchao, Lisboa, 21. de Feuereiro de 657.—Censvra del Doctor 
Iuan Francisco Andres, Cronista de su Magestad y del Reyno de Aragon 
por comission del ilustre sefior D. Luis de Exea y Talayero, del Consejo 
de su Magestad y su Regéte de la Real Cancelleria en el mismo Reino, 
Zaragoca, 9. de Marco 1653.—Censvra critica del Criticon, del Licenciado 
Iosef Longo, Zaragoga y Margo, a 20 de 1653.—Indice de la segunda 
parte, e indice de la tercera parte.—Texto. 

8°.—8 hojas, 288 pdgs.—Al pie de pag. 288: “Prometese Parte tercera, 
en el Inuierno de la Vejez.””—A renglén seguido.—Sign. A-I, K-L, M-N, 
O-S de 8 hojas. 


Biblioteca Nacional, Lisboa. 


Vv 


EL CRITICON, / TERCERA PARTE. / EN / EL INVIER- 
NO DE LA VEjEZ./ POR / LORENZO GRACIAN./Y LO 


DEDICA / AL DOCTOR DON / Lorengo Frances de Vrritigoyti, / 
Dean de la Santa Iglesia / de Siguenca. / [Raya horizontal. ] / 
CON PRIVILEGIO. / En Madrid. Por Pablo de Val. Afio de 
1657. / A costa de Francisco Lamberto, vendese en su casa //en la 
Carrera de San Geronimo. 


Portada.—Vuelta en blanco.—Dedicatoria.—Censura del P. Predi- 
cador Fr. Esteuan Sans, Madrid, 6 de Mayo de 1657.—Licencia del Doct. 
Parga: “Por su mandado Iuan Bapt. Brauo,’”’ Madrid, 5 de Mayo de 
1657.—Aprobacién del P. Alonso Mufioz de Otalora, a 10 de Iunio de 
1657.—“‘Suma de Priuilegio y Tassa,” Pedro Hurtiz de Ipifia.—Fe de 
erratas, Lic. D. Carlos Murcia de la Llana, Madrid, 30 de Iulio de 1657.— 
“Al que leyere.”—Indice de las crisis de esta Parte.—Texto. 

8°.—8 hojas, 350 pags.—Colofén: ‘CON LICENCIA. / En Madrid. 
Por Pablo de Val. / Afio de 1657.”—A renglén seguido.—Sign. 4, 
A-I, K-L, M-N, O-T, V-Y de 8 hojas. 


British Museum (fotocopias en Library of Congress); Biblioteca 
Nacional, Madrid; Bibliothéque Nationale, Paris; National- 
Bibliothek, Viena. 


VI 


EL CRITICON, / PRIMERA PARTE. / EN /LA PRIMA- 
VERA / DE LA NINEZ, / Y EN / EL ESTIO DE LA IVVEN- 
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TVD. / Su Autor Lorengo Gracian. / Y LO DEDICA/ AL VA- 
LEROSO CAVALLERO D./ Pablo de Parada, de la orden de 
Christo, General / de la Artilleria: y Gouernador de / Tortosa. / CON 
LICENCIA / [Raya horizontal. ] / Zn Madrid. Por Pablo de Val. 
Afio 1658. / Vendese en casa de la viuda de Francisco Lamberto / en 
la carrera de San Geronimo. 


Portada.—Vuelta en blanco.—Censura del Padre Don Antonio 
Liperi, Zaragoca, 6 de’ Iunio 1651.—Imprimatur, Canales, Reg.—Dedi- 
catoria, firmada Lorencgo Gracian.—“ A qvien leyere.’”’—Licencia, Miguel 
Fernandez de Noriega, Madrid, 11 de Abril de 1658.—Tasa, Madrid, 29 
de Abril de 1658; sigue franja floreada algo parecida, aunque mds ancha, a 
la correspondiente en la ed. 1651.—Fe de erratas, Lic. D. Carlos Murcia de 
la Llana, Madrid, 13 de Abril de 1658.—Texto. 

8°.—4 hojas, 288 pdgs.—Al pie de p&g. 288: “Parte segunda en el 
Otofio de la edad Varonil, /y en el Inuierno de la vejez.”—A renglén 
seguido.—Sign. § de 4 hojas, A-I, K-L, M-N, O-S de 8 hojas. 


Bibliothéque Nationale, Paris (fotocopias en Library of Con- 
gress). 


Vil 


EL / CRITICON, / TERCERA PARTE. /EN EL INVIER- 
NO / DELA VEJEZ. / POR / LORENZO GRACIAN / [ Vifieta. ] / 
LISBOA. / Con licencia. / En la Officina de Henrique Valente de / 
Oliueira Impressor del Rey N.S. / Afio 1661. 


Portada.—Vuelta en blanco.—Aprouacion del P. Alonso Mujfioz de 
Otalora, de los Clerigos Menores, Calificador de la suprema Inquisicion, 
en nuestra Casa del Espiritu Santo, a 10 de Iunio de 1657.—Licengas: 
Frey Christoudo de Almeida, Lisboa, no Collegio de Santo Agostinho, 23. 
de Mayo de 1661; Frey Bartholomeu Ferreira, Lisboa, no Conuento de 8. 
Domingos, em 29. de Mayo de 1661; Pacheco. Sousa. Rocha. Castro. 
Magalhaes de Meneses, Lisboa, 31. de Mayo 1661; Fr. Bispo de Targa, 
Lisboa, 18. de Iunho de 1661; Moura Telles. P. Velho. Gama. Silua, 
Lisboa, 20. de Iulho de 1661; Moura Telles. P. Monteiro. Sousa. Velho. 
Gama. Silua. Carualho, Lisboa, 8. de Nouembro de 1661.—‘‘Al que 
leyere,” en la hoja 3 v., con 28 lineas de texto, y la hoja siguiente mutilada. 
—Texto. 

8°.—4 hojas, con la mutilada, 349 paégs.—Al pie de pdg. 349: ‘‘ FINIS.” 
—Pag. 349 v.: “LISBOA. / En la Officina de Henrique Va- / lente de 
Oliueira Impressor / del Rey N.S. Afio de / 1661.”—A renglén seguido.— 
Sign. A-I, K-L, M—N, O-T, V—Y de 8 hojas. 


Biblioteca Nacional, Lisboa. 
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Vill 


TRES PARTES DE / EL CRITICON. / PRIMERA PARTE, / 
EN LA PRIMAVERA DE LA NINEZ, / Y / EN EL ESTIO DE 
LA IVVENTVD. /SEGVNDA PARTE. /IVYZIOSA CORTE- 
SANA FILOSOFIA, /EN / El Otofio de la Varonil Edad. / 
TERCERA PARTE. /EN EL INVIERNO DE LA VEIEZ. / 
Su Autor Lorencgo Gracian. / Y LAS DEDICA. / La primera: Al 
valeroso Cavallero Don Pablo de Parada: de la orden de Christo, / 
General de la Artilleria: y Governador de Tortosa. / La Segunda: 
Al Serenissimo Sefior Don Iuan de Austria. / La Tercera: Al Doctor 
Don Lorenco Frances de Vrritigoyti, Dean de la / Santa Iglesia de 
Siguenga. / [Vifieta: canastilla de mimbres con flores y ramos. ] / 
CON LICENCIA. / [Raya horizontal.]/ En Barcelona: Por An- 
tonio Lacavalleria Afio 1664. / Vendense en la misma Imprenta. 


Portada.—Vuelta en blanco.—Censura del P. Antonio Liperi, 
Zaragoca, 6 de Iunio de 1651.—Imprimatur, Canales, Reg.—Dedicatoria. 
—‘A qvien leyere.”—Licencia, Miguel Fernandez de Noriega, Madrid, 11 
de Abril de 1658.—Aprobacién, Fr. Pablo Esteuan, Barcelona, 29 de 
Noviembre 1663.—Imprimatur, De Casademunt olim de Boxaddés, Reg.— 
Aprobacién, Fr. Diego Carli, Barcelona, 25 de Noviembre de 1663.— 
imprimatur, Vila, Vic. Gen. & Offic., 10 Deceb. [sic] 1663.—Texto. 

4°.—3 hojas, pdgs. 1-138.—A dos columnas.—Sign. A-I de 8 hojas. 


EL CRITICON, /SEGVNDA PARTE, /IVYZIOSA COR- 
TESANA / FILOSOFIA, / EN / EL OTONO DE LA VARONIL 
EDAD. / POR / LORENZO GRACIAN, / Y / LO DEDICA AL 
SERENISSIMO SENOR/D. IVAN DE AVSTRIA. / [Repro- 
diicese la vifieta de la portada general.]/CON LICENCIA. / 
[Raya horizontal. ] / En Barcelona: Por Antonio Lacavalleria Afio 
1664. / Vendense en la misma Imprenta. 


Portada.—Vuelta en blanco.—Dedicatoria.—Licencia, Doct. Sala, 
Caragoza, 24 de Febrero de 1653.—Censura del Dr. Ivan Francisco 
Andres, Zaragoca, 9 de Marco 1663 [sic |—Imprimatur, Exea, Regens.— 
“Censvra critica del Criticon; del Licenciado Iosef Longo,’ Zaragoca y 
Marco, 20 de 1653.—Texto. 

1 hoja, pags. 141-290, con las 289-290 en tipo menor.—A dos columnas, 
—Sign. K-L, M-N, O-S de 8 hojas, T de 4 hojas. 


EL CRITICON, / TERCERA PARTE, / EN / EL INVIER- 
NO DE LA VEIEZ./ POR / LORENZO GRACIAN./Y LO 
DEDICA /AL DOCTOR DON LORENZO FRANCES / de 
Vrritigoyti, Dean de la Santa Iglesia de / Siguenga. / [Vifieta: canas- 
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tilla de mimbres algo m4&s pequefia que en las anteriores portadas y 
con las flores y ramos diferentemente dispuestos.] / CON LICEN- 

/ En Barcelona, por Antonio Lacavalleria, Afio 
1664. / Vendese en la misma Imprenta. 


Portada.—Vuelta en blanco.—Dedicatoria.—Censura, Fr. Esteuan 
Sans, Madrid, 6 de Mayo de 1657.—Licencia, Doct. Parga, y “por su 
mandado Iuan Bapt. Bravo,” Madrid, 5 de Mayo de 1657.—Aprobacién, 
P. Alonso Mufioz de Otalora, 10 de Iunio de 1657.—“‘ Al que leyere.”— 
Texto. 

3 hojas, p&gs. 297-459 y 9 hojas de {indice de las crisis e indice de 
materias.—A dos columnas.—Sign. V-Z, Aa-Ff de 8 hojas, Gg de 6 
hojas, Hh-Ii de 4 hojas. 


R-N;* Biblioteca Nacional, Madrid; Biblioteca Nazionale, 
N4poles; Biblioteca Apostolica Vaticana, Roma. 


IX 


TRES PARTES / DE EL CRITICON. / PRIMERA PARTE, / 
EN LA PRIMAVERA DE LA NINES [sic] / Y / EN EL ESTIO 
DE LA IVVENTVD. /SEGVNDA PARTE. / IVYZIOSA COR- 
TESANA FILOSOFIA, / EN / El Otofio de la Varonil Edad. / 
TERCERA PARTE. / EN EL INVIERNO DE LA VEIEZ. / Su 
Autor Lorenco Gracian. / Y LAS DEDICA. / La primera: Al veleroso 
[ sic ] Cavallero Don Pablo de Parada: de la orden de Christo, / General 
de la Artilleria: y Governador de Tortosa. / La Segunda: Al Sere- 
nissimo Seftor Don Iuan de Austria. / La Tercera: Al Doctor Don 
Lorengo Frances de Vrritigoyti, Dean de la / Santa Iglesia de Si- 
guenga. / [Escudo representando un caballo al galope y dos celadas, 
y en torno al escudo cuatro circulos rameados. ] / Con licencia: En 
Barcelona. Por Antonio Lacavalleria Afio. 1682. / Vendense en 
la misma Imprenta. 


Portada.— Vuelta en blanco.—Censura del P. Antonio Liperi, Zara- 
goca, 6 de Iunio de 1651.—Imprimatur, Canales, Reg.—Dedicatoria.— 
‘A qvien leyere.”—Licencia, Miguel Fernandez de Noriega, Madrid, 11 
de Abril de 1658.—Aprobacion, Fr. Pablo Estevan, Barcelona, 29 de 
Noviembre, 1663.—Imprimatur, De Casademunt olim de Boxadds, Reg. 
—Aprobacion, Fr. Diego Carli, Barcelona, 25 de Noviembre de 1663.— 
Imprimatur, Vila, Vic. Gen. et Offic., 10 Decemb. 1663.—Texto. 

4°.—3 hojas, pdgs. 1-138.—A dos columnas.—Sign. A-I de 8 hojas. 

* Coleccién del autor. Juzgdndolo conveniente, indico algunas bibliotecas 


donde se guardan ejemplares de la misma edicién. El ejemplar que he utilizado 
procede siempre de la primera biblioteca o coleccién que sefialo para cada edicién. 
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EL CRITICON, /SEGVNDA PARTE, / JVYZIOSA COR- 
TESANA / FILOSOFIA, / EN / EL OTONO DE LA VARONIL 
EDAD. / POR / LORENZO GRACIAN, / Y /LO DEDICA AL 
SERENISSIMO SENOR// D. IVAN DE AVSTRIA. / [Escudo 
tipografico y vifietas como en la portada general. ] / Con licencia: 
En Barcelona, Por Antonio Lacavalleria Afio. 1682. / Vendense 
en la misma Imprenta. 


Portada.—Vuelta en blanco.—Dedicatoria.—Licencia, Doct. Sala, 
Caragoza, 24 de Febrero de 1653.—Censura del Doctor Juan Francisco 
Andres, Zaragoga, 9 de Marco 1663 [sic ].—Imprimatur, Exea, Regens.— 
“Censvra critica del Criticon, del Licenciado Iosef Longo,” Zaragoca y 
Margo, 20 de 1653.—Texto. 


1 hoja, pégs. 141-290, con las p4gs. 289-290 en tipo menor.—A dos 
columnas.—Sign. K-L, M-N, O-S de 8 hojas, T de 4 hojas. 


EL CRITICON, /TERCERA PARTE,/EN/EL IN- 
VIERNO DE LA VEIEZ. / POR / LORENZO GRACIAN. / Y / 
LO DEDICA / AL DOCTOR DON LORENZO FRANCES / de 
Vrritigoyti, Dean de la Santa Iglesia de / Siguenca. / [Escudo 
tipogrdfico y vifietas como en la portada general. | / Con licencia: 


En Barcelona, Por Antonio Lacavalleria Afio. 1682. / Vendense 
en la misma Imprenta. 


Portada.—Vuelta en blanco.—Dedicatoria.—Censura, Fr. Estevan 
Sans, Madrid, 6 de Mayo de 1657.—Licencia, Doct. Parga, y “por su 
mandado Iuan Bapt. Bravo,’”’ Madrid, 5 de Mayo de 1657.—Aprobacién, 
P. Alonso Mufioz de Otalora, 10 de Iunio de 1657.—“ Al que leyere.””— 
Texto. 

3 hojas, paégs. 297-459, y 9 hojas de indice de crisis e {indice de materias. 
—A dos columnas.—Sign. V-Z, Aa-Ff de 8 hojas, Gg de 6 hojas, Hh-Ii 
de 4 hojas. 

Aunque esta edicién corresponde notablemente con la del mismo 
editor de 1664, fué impresa separadamente; trdcese una I{nea diagonal en 
cualquier pégina de esta edicién y en la correspondiente de la otra, y se 
veré cémo no coinciden las letras rayadas. 


The Hispanic Society of America, Nueva York. 


x 


EL CRITICON. Edicién transcrita y revisada por Julio 
Cejador, con Prélogo. Madrid, Biblioteca Renacimiento, 1913-14. 


2 tomos: xxiv-308 y xi-360 pégs. 8°. (En Obras maestras de la 
Literatura Universal.) 


Toda la Primera Parte y los seis capftulos primeros de la Segunda 
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Parte estan transcritos de la ed. Madrid, 1773; el resto se basa, segtin 
declara el colector, en las de 1653 y 1657. 


XI 


EL CRITICON. Prélogo de Rafael Seco. Madrid, Cfa. 
Ibero-Americana de Publicaciones, s.a. [1929] 3 tomos: ix-217, 
240 y 289 pags. 8°. (En Las cien mejores obras de la Literatura 
Espajfiola, ts. 66, 67 y 68.) * 


II. EDICIONES DE OBRAS COMPLETAS 


I 


OBRAS DE / LORENZO / GRACIAN. / TOMO PRIMERO. / 
QVE CONTIENE, / EL CRITICON, PRIMERA, / Segunda, y 
Tercera Parte. / El Oraculo. Y el / Heroe. / Vitima impression, 
mas corregida, y enriquecida / de Tablas. / [Tres grupos paralelos 
de cuatro asteriscos, cada grupo encerrado en paréntesis. |] / CON 
PRIVILEGIO. /EN MADRID: EN LA IMPRENTA REAL. / 
A costa de Mateo de la Bastida, Mercader de Libros. / Vendese en su 
casa, enfrente de S. Felipe. 


Portada orlada.—Vuelta en blanco.—‘‘Suma de las Aprobaciones y 
licencias,’’ de Fray Iuan Perez de Baldelomar y Don Garcia de Velasco, 
Vicario, ante Pedro Palacios, Madrid, 29 de Octubre de 1663.—Suma del 
privilegio, a favor de Mateo de la Bastida “ para imprimir dos libros, cuyo 
titulo son, Primera, y Segunda Parte de las obras de Lorengo Gracian,’’ por 
Iuan de Subiza, 7 de Diziembre de 662 [sic]. Suma de la tasa, Pedro 
Ortiz de Ipifia, 23 de Iunio de 1663.—Fe de erratas, Lic. Don Carlos 
Murcia de la Llana, Madrid, 11 de Mayo de 1663.—“ Indice de las obras 
contenidas en esta primera parte.’’—Texto. 

4°.—3 hojas, 536 pags. y 8 hojas de indice de materias del Criticén e 
indice de las crisis—A dos columnas.—Sign. A-I, K-L, M-N, O-T, V-Z, 
Aa-Ii, KK-LI de 8 hojas, Mm de 4 hojas. 


OBRAS DE / LORENZO / GRACIAN. / TOMO SEGVNDO. 


Fué descrito este tomo correctamente por don Lucas de Torre en la 
Revue Hispanique, 1933, LX XXI, Parte II, pégs. 85-86. 

Esta edicién, la mds antigua que conocemos de las Obras de Gracidn, 
est4é descuidadamente impresa y llena de erratas. 


* En la Biblioteca ilustrada: Segunda seccién fueron publicados fragmentos de 
nueve capitulos (129 pdgs.), con dibujos de Serifid, en color: Lorenzo Gracidn: 
Algo del Criticén. Critilo y Andrenio. Barcelona, J. Roura y A. del Castillo, 
Editores, 1893. 8°. 
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Biblioteca de Catalufia, Barcelona; The Free Library of Phila- 
delphia (s6lo posee el tomo I). 


II 


OBRAS / DE LORENZO / GRACIAN. / TOMO PRIMERO. / 
QVE CONTIENE, / EL CRITICON, PRIMERA, SEGVNDA, / 
y Tercera Parte. El Oraculo. Y el Heroe. / Al seftor Licenciado 
Don Garcia de Velasco, / Vicario de la Coronada Villa de Madrid, / 
y su Partido. / Vitima impression mas corregida, y / enriquezida de 
Tablas. / [Vifieta.] / CON LICENCIA. / ---70.— / En Madrid. 
Por Pablo de Val. Afio de 1664. /A costa de Santiago Martin 
Redondo, Mercader de libros. / Vendese en su casa, en la calle de 
Toledo, a la Porteria / de la Concepcion Geronima. 


Portada.—Vuelta en blanco.—Dedicatoria de Santiago Martin 
Redondo al Lic. Don Garcia de Velasco, Madrid y Iunio, 13 de 1664.— 
“Suma de las Aprobaciones y licencias” de Fr. Iuan Perez de Baldelomar, 
Don Garcia de Velasco, ante Pedro Palacios, Madrid, 29 de Octubre de 
1663, y Secretario del Consejo Luis Vazquez de Vargas, 15 de Octubre de 
1663.—Suma de la tasa, Luis Vazquez de Vargas, 23 de Iunio de 1664.— 
Erratas, Lic. D. Carlos Murcia de la Llana, Madrid, 16 de Iunio de 1664. 
—Erratas de la Tabla.—Indice de las obras contenidas en esta primera 
parte.—Texto. 


4° —4 hojas, 536 pags. y 8 hojas de {ndice de materias del Criticén e 
indice de las crisis—A dos columnas.—Sign. A-I, K-L, M—N, O-T, V-Z, 
Aa-li, Kk de 8 hojas, LI-Nn de 4 hojas. 


OBRAS / DE LORENZO / GRACIAN. / TOMO SEGVNDO. / 
QVE CONTIENE, / LA AGUDEZA, Y ARTE DE INGENIO. / 
El Discreto. El Politico Fernando el Catolico. / Meditaciones varias 
para antes, y despues de la Sa- / grada Comunion, que hasta aora ha 
corrido / con titulo de Comulgador./ DEDICADAS / AL R*¥° P. 
M. Fr. MIGVEL DE AGVIRRE, / del Orden de S. Agustin, 
Calificador de la Inquisicion de Lima, y des= / pues de la Suprema, 
y General destos Reynos, Difinidor, y Procura= / dor General por las 
Prouincias del Pera, en la Corte Romana, / y en la de Espaiia, &. / 
Vitima impression mas corregida, y enriquezida de Tablas. / CON 
LICENCIA. / —-70.-—- / En Madrid. Por Pablo de Val. Afio 
de 1664. / A costa de Santiago Martin Redondo, Mercader de libros. / 
Vendese en su casa, en la calle de Toledo, a la Porteria / de la Con- 
cepcion Geronima. 


Portada.—‘‘Suma de las Aprobaciones y licencias” de Fr. Iuan Perez 
de Baldelomar, D. Garcia de Velasco, ante Pedro Palacios, Madrid, 29 de 
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Octubre de 1663, y Secretario del Consejo Luis Vazquez de Vargas, 15 de 
Octubre de 1663.—Suma de la tasa, Luis Vazquez de Vargas, 23 de Iunio 
de 1664.—Erratas, Lic. D. Carlos Murcia de la Llana, Madrid, 16 de 
Iunio de 1664.—Dedicatoria de Santiago Martin Redondo a Fray Miguel 
de Aguirre, Madrid y Iunio, 19 de 1664.— Texto. 

4 hojas, 440 pags. y 2 hojas de indice de los discursos de la Agudeza e 
{ndice de los realces del Discreto, 89 pags. de numeracién independiente 
para las Meditaciones, y 2 hojas de {indice y tabla de las Meditaciones.—A 
dos columnas.—Sign. A~I, K-L, M-N, O-T, V—Z, Aa-Ii, Kk de 8 hojas, 
LI] de 4 hojas, Mm de 2 hojas. 


R-N;; Biblioteca Nacional, Madrid; British Museum (fotocopias 
del tomo I en Library of Congress); Bibliothéque Nationale, Paris; 
National-Bibliothek, Viena. 


III 


[Anteportada general grabada en cobre con representaciones 
alegéricas y la leyenda: |]OBRAS / DE / LORENZO / GRACIAN. / 
Tomo I. / En AMBERES, en casa de Geronymo ¥y Iuanbautista 
Verdussen. 1669./ [Portada general a dos tintas:] OBRAS/ 
DE / LORENZO/GRACIAN, / DIVIDIDAS EN DOS TOMOS, / 
EN EL PRIMERO CONTIENE / El Criticén, tratando en la 
primera Parte de /la Nifiez, y juuentud: en la segunda de la/ 
Varonil Edad: y en la tercera de la Vejez. / El Discreto./ El Politico 
Fernando el Catholico. / El Heroe./EN EL SEGVNDO, / La 
Agudeza y Arte de Ingenio. / Oraculo manual y arte de prudencia. / 
EN EL FIN ANADIMOS / El Comulgatorio de varias Medi- 
taciones de / la sagrada Comunion, por el P. BALTAZAR GRA- 
CIAN. / [Escudo.] / EN AMBERES / En Casa de Geronymo y 
Iuanbaut. Verdussen. 1669. / Con Priuilegio. 

EL / CRITICON, / PRIMERA PARTE, / EN / LA PRIMA- 
VERA / DE LA NINEZ, / Y EN / EL ESTIO DE LA IVVEN- 
TVD. /SV AVTOR / LORENZO GRACIAN. / Y LO DEDICA/ 
AL VALEROSO CAVALLERO / D. PABLO DE PARADA,/ De 
la orden de Christo, General de la Artilleria: / y Gouernador de 
Tortosa. / [Vifieta: dos angeles portadores de ramos y coronas de 
laurel.] / EN AMBERES / En Casa de Geronymo y Iuanbaut. 
Verdussen. 1669. / Con Priuilegio. 


Portada.—A Don Pablo de Parada.—‘‘A qvien leyere.’””—Censura, 
Avbertvs vanden Eede, Antuerpiae, 29 May [sic] 1669.—Suma del privi- 
legio, firmada Loyens.—Indice de las crisis —Texto. 

4°.—3 hojas, pdgs. 1-126.—A renglén seguido.—Sign. A-I, K-L, 
M-N, O-Q de 4 hojas. 
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EL / CRITICON /SEGVNDA PARTE, /IVYZIOSA COR- 
TESANA / FILOSOFIA, / EN / EL OTONO DE LA / VARONIL 
EDAD. / POR / LORENZO GRACIAN. / Y LO DEDICA / AL 
SERENISSIMO SENOR/D. IVAN DE AVSTRIA. / [Escudo 
tipogréfico: un le6én con la zarpa izquierda apoyada sobre un 
pequefio escudo con las letras HV/D, y a la izquierda dos torres. ] / 
EN AMBERES / En Casa de Geronymo y Iuanbapt. Verdussen. 
1699. / Con Priuilegio. 


Portada.—Vuelta en blanco.—Dedicatoria.—‘Censvra critica del 
Criticon, del Licenciado Ioseph Longo.’’—Indice de las crisis.—Texto. 

4 hojas, pags. 127-258.—A renglén seguido.—Sign. *, Aa-li, Kk—L], 
Mm-Nn, Oo—Qq de 4 hojas, Rr de 2 hojas. 


EL / CRITICON, / TERCERA PARTE./EN/EL IN- 
VIERNO / DE LA VEJEZ, / POR / LORENZO GRACIAN. / Y 
LO DEDICA / AL DOCTOR / D. LORENZO FRANCES / De 
Vrritigoyti, Dean de la Santa / Iglesia de Siguenca. / [Escudo 
tipografico. |] / EN AMBERES / En Casa de Geronymo y Iuanbaut. 
Verdussen. 1669./ Con Priuilegio. 


Portada.—Vuelta en blanco.—Dedicatoria.—‘ Al qve leyere.”— 
Vifieta con las iniciales del escudo tipogrdfico.—Indice de las crisis.— 
Texto. 

4 hojas, pdgs. 259-418—A renglén seguido.—Sign. *, Aaa-Iii, 
Kkk-Ttt, Vuu de 4 hojas. 


EL / DISCRETO,/ DE / LORENZO GRACIAN. / Que _ pu- 
blica Don Vincencio Iuan de Lastanosa. / [Escudo tipogrdfico. ] / 
EN AMBERES / En Casa de Geronymo y Iuanbapt. Verdussen. 
1669. / Con Priuilegio. 


Portada.— Vuelta en blanco.—‘ A los lectores Don Vincencio Iuan de 
Lastanosa.’”’—Aprobacién, Fr. Tomas Ros, Barcelona, 6 de Iunio de 
1647.—Imprimatur, Boldé, Vic. Gen. & offic.—Texto. 

1 hoja, p&égs. 421-491, Indice de los realces.—A renglén seguido.— 
Sign. Xxx-Zzz, Aaaa-Ffff de 4 hojas, Gggg de 1 hoja. 


EL / POLITICO / D. FERNANDO / EL / CATHOLICO, / 
DE / LORENZO / GRACIAN./ Que publica don Vincencio Iuan 
de Lastanosa. / [Vifieta: dos dngeles sentados en una concha y con 
tamos de laurel.| / EN AMBERES. / En Casa de Geronymo y 
luanbapt. Verdussen. 1669. / Con Priuilegio. 


Portada.— Vuelta en blanco.—Texto. 
1 hoja, pégs. 495-530.—A renglén seguido.—Sign. Gggg de 3 hojas, 
Hhhh-liii, Kkkk—Llll de 4 hojas. 
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EL HEROE / DE LORENZO / GRACIAN / INFANZON. / 
Y LO DEDICA/A DON IVAN BAVTISTA / BRESCYA, / 
Protonotario Apostolico, y Doctor / en ambos Derechos. / [Escudo 
tipogrdfico.] / EN AMBERES. / En Casa de Geronymo y Iuan- 
baut. Verdussen. 1669. 


Portada.—Vuelta en blanco.—Dedicatoria.—“ Al lector.” —Texto. 


2 hojas, pdgs. 535-562.—A renglén seguido.—Sign. Mmmm de 3 
hojas, Nnnn, Oooo—Pppp de 4 hojas. 


[Anteportada del tomo II, con el mismo grabado de la ante- 
portada general y la leyenda:] OBRAS / DE / LORENZO/ 
GRACIAN. / Tomo II. / En AMBERES, en casa de Geronymo 
y Iuanbautista Verdussen. 1669./ [Portada:] AGVDEZA / Y / 
ARTE DE INGENIO, / EN QVE SE EXPLICAN TODOS LOS 
MODOS / Y diferencias de concetos, con exemplares escogidos de / 
todo lo mas bien dicho, assi sacro, como humano. / POR / LO- 
RENZO GRACIAN. / AVMENTALA / El mismo Autor en esta 
tercera impression, con vn tratado de / los estilos, su propiedad, ideas 
del bien hablar, con el arte / de erudicion, y modo de aplicarla, crisis 
de los / Autores, y noticias de libros. / ILVSTRALA / El Dotor don 
Manuel de Salinas y Licana, Canonigo de la Catedral de Hues- / 
ca, con sacgonadas traducciones de los Epigramas de Marcial. / 
[Escudo tipogrdfico.] / EN AMBERES / En Casa de Geronymo 
y Iuanbaut. Verdussen. 1669. / Con Priuilegio. 


Portada.—Vuelta en blanco.—“ Al Letor.”—Vifieta con las iniciales 
del escudo tipogrdfico.—Indice de los discursos.—Texto. 

4 hojas, pdgs. 1-367.—A renglén seguido.—Sign. *A-I, K-L, M-N, 
O-T, V-Z, Aa-Ii, Kk-Ll, Mm-Nn, Oo-Tt, Vu-Zz de 4 hojas. 


ORACVLO /MANVAL,/Y/ARTE DE PRVDENCIA./ 
SACADA / De los Aforismos que se discurren en las / obras de / 
LORENZO GRACIAN, / Publicala / D. VICENCIO-IVAN / DE 
LASTANOSA. / Y la dedica / Al excelentissimo Sefior / D. LUIS 
MENDEZ / DE HARO. / Con licencia. / [Reprodiicese la vifieta 
de la portada de El Politico.]/ EN AMBERES / En Casa de 
Geronymo y Iuanbapt. Verdussen. 1669. 


Portada.—Vuelta en blanco.—Dedicatoria de Lastanosa.—“ Al 


letor.”—Aprobacién del Padre Alonso Mvfios de Otalora, 14 de Mayo de 
1653.—Texto. 


1 hoja, pags. 371-440.—A renglén seguido.—Sign. Aaa—Iii de 4 hojas. 


EL / COMVLGATORIO, / CONTIENE / VARIAS MEDI- 
TACIONES, / pare que los que frequentan la sagra- / da Comt- 
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nion, puedan prepararse, / comulgar, y dar gracias. / Por / EL P. 
BALTASAR GRACIAN /de la Compafiia de Iesus, Letor de 
Escritura. / DEDICADO / ALA EXCELENTISSIMA SENORA / 
D. ELVIRA PONCE DE LEON, / Marquesa de Valdueza, y 
Camarera / mayor de la Reyna nuestra Sefiora./ [Reprodticese la 
vifieta de la portada de El Politico.]/EN AMBERES / En 
Casa de Geronymo y Iuanbapt. Verdussen. 1669. 


Portada.—Vuelta en blanco.—Dedicatoria.—“ Al letor.”—Texto. 

1 hoja, pags. 443-540, 2 hojas de {indice y tabla.—A renglén seguido.— 
Sign. Kkk-Lll, Mmm—-Nnn, Ooo-Ttt, Vovr-Yyy de 4 hojas. 

Esta edicién es la mds cuidada, la mds completa en los preliminares, la 


mejor presentada y la de mayor circulacién de cuantas se han hecho de 
las Obras de Gracidn. 


R-N; Biblioteca de Catalufia, Barcelona; British Museum; 
Bibliothéque Nationale, Paris; Library of Congress, Washington; 
New York Public Library; University of Pennsylvania; Harvard 
University. 


IV 


OBRAS / DE LORENZO / GRACIAN. / TOMO PRIMERO. / 
QVE CONTIENE, / EL CRITICON, PRIMERA, SEGVNDA, 
/y Tercera Parte. El Oraculo. Y el Heroe. / DEDICALAS / AL 
ILVSTRISSIMO SEfOR DON AN- / tonio Manrique de Guzman, 
Patriarca de las In- / dias, Argobispo de Tyro, Capellan, y Limos- 
nero / Mayor del Rey nuestro Sefior, y de su Césejo, Iuez Ecle- 
siastico Ordinario de la Real Capilla, Casa, / y Corte de su Magestad, 
y de sus Bosques, y / Casas Rurales, &c. / Vitima impression mas 
corregida, y enriquecida de Tablas./CON LICENCIA. / EN 
MADRID. En la Imprenta Real de la Santa Cruzada. / Afio de 
M. DC. LXXIIII. / A costa de Santiago Martin Redondo, Mercader 
de libros. Vendese en su / casa, en la calle de Toledo, a la Porteria 
de la Concepcion / Geronima. 


Portada.—Vuelta en blanco.—Dedicatoria de Santiago Martin 
Redondo a Don Antonio Manrique de Guzman.—‘‘Suma de las Aproba- 
ciones y licencias” de Fr. Iuan Perez de Baldelomar, cuya fecha no 
consta, Don Garcia de Velasco, Madrid, 29 de Octubre de 1663, y 
Secretario del Consejo Luys Vazquez de Vargas, 15 de Octubre de 1663.— 
Suma de la tasa, Luis Vazquez de Vargas, 23 de Iunio de 1664.—Fe de 
erratas, Lic. Don Francisco Forero de Torres, Madrid, 11 de Mayo de 
1674.—Indice de las obras contenidas en esta primera parte.—Texto. 

4°.—6 hojas, 536 pags. y 8 hojas de {ndice de materias del Criticén e 
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indice de las crisis.—A dos columnas.—Sign. A-I, K-L, M-N, O-T, V-Z, 
Aa-li, KK-Ll, Mm de 8 hojas. 


OBRAS / DE LORENZO / GRACIAN. / TOMO SEGVNDO. / 
QVE CONTIENE / LA AGVDEZA, Y ARTE DE INGE- / nio. 
El Discreto. El Politico Don Fernando el Catolico. / Meditaciones 
varias para antes, y despues de la Sa- / grada Comunion, que hasta 
aora ha corrido / con titulo de Comulgador. / Vitima impression mas 
corregida, y enriquecida de Tablas. / AL ILVSTRISSIMO SEAOR 
DON AN-/tonio Manrique de Guzman, Patriarca de las In- / 
dias, Argobispo de Tyro, Capellan, y Limosnero / Mayor del Rey 
nuestro Sefior, y de su Césejo, Iuez / Eclesiastico Ordinario de la 
Real Capilla, Casa, / y Corte de su Magestad, y de sus Bosques, 
y / Casas Rurales, &c. / Con iicencia. [sic] En Madrid, en la 
Imprenta Real de la Santa Cruzada. Afio de 1674. / A costa de 
Santiago Martin Redondo, Mercader de libros. Vendese en su / casa, 
en la calle de Toledo, a la Porteria de la Concepcion Geronima. 


Portada.— Vuelta en blanco.—‘‘Suma de las Aprobaciones y licencias” 
de Fr. Iuan Perez de Baldelomar, cuya fecha no consta, Don Garcia de 
Velasco, Madrid, 29 de Octubre de 1663, y Secretario del Consejo Luys 
Vazquez de Vargas, 15 de Octubre de 1663.—Suma de la tasa, Luis 
Vazquez de Vargas, 23 de Iunio de 1664.—Fe de erratas, Lic. Don 
Francisco Forero de Torres, Madrid, 11 de Mayo de 1674.—Indice de las 
obras contenidas en esta segunda parte.—Texto. 

2 hojas, 426 pdgs., 2 hojas de {ndices, 89 pags. de las Meditaciones, y 8 
hojas con tabla de las Meditaciones, y Selvas del afio.—A dos columnas.— 
Sign. A-I, K-L, M-N, O-T, V-Z, Aa-Ii, KK-—LI de-8 hojas, Mm de 4 
hojas. 


Biblioteca de la Universidad de Barcelona. 


Vv 


OBRAS / DE LORENZO / GRACIAN. / TOMO PRIMERO. / 
QVE CONTIENE / EL CRITICON, PRIMERA, SEGVNDA, / 
y Tercera Parte. El Oraculo Manual. El Heroe. / Las Selvas del 
Afio, afiadidas en esta/impression. / Vitima impression mas corre- 
gida, y enriquezida de Tablas. / [Escudo que representa un caballo 
galopando y dos celadas.}]/ CON LICENCIA. / [Raya _hori- 
zontal.|/ En Barcelona, por Antonio Lacavalleria, en la calle 
de/los Libreros, Afio 1683. / Vendense en la mesma Imprenta. 


Portada.— Vuelta en blanco.—Aprobacién, Fr. Diego Carli, Barcelona, 
15 de Enero de 1668.—Imprimatur, Don Franciscus de Pons, Cancellarius, 
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22 Martij 1668.—Aprobacién, Fr. Iayme Castellar, Barcelona, 22 de 
Noviembre 1667.—Imprimatur, Vila, Vic. Gen. & Offic. 
4°.—2 hojas. 


TRES PARTES / DE EL CRITICON ... 


El editor ha utilizado aquf ejemplares de su edicién de 1682 del 
Criticén, tal como queda ya descrita. 


ORACVLO MANVAL, / Y ARTE DE PRVDENCIA. / SA- 
CADA DE LOS AFORISMOS QVE SE / discurren en las obras 
de Lorengo Gracian. 


Crs ae 


| ee ee 


Vifieta a lo ancho de la pagina. Titulo, y en la misma pdgina empieza el 
texto. 


Pags. 1-64.—A dos columnas.—Sign. A—D de 8 hojas. 
EL HEROE, DE LORENZO / GRACIAN. 


Vifieta como la del Ordculo. Titulo y seguidamente el texto. 
Pags. 65-88.—A dos columnas.—Sign. E de 8 hojas, F de 4 hojas. 


SELVAS /DEL ANO./A DON DIEGO DE SIERRA/I 
FONCILLAS. 


mod 


Vifieta andloga, pero mas fina, que la del Ordculo. Titulo y seguida- 
mente el texto. 


Pags. 89-101.—A dos columnas.—Sign. G de 4 hojas, H de 3 hojas. 


OBRAS / DE LORENZO / GRACIAN. / TOMO SEGVNDO. / 
QVE CONTIENE / LA AGVDEZA, Y ARTE DE INGENIO. / 
El Discreto. El Politico Don Fernando el Catolico. Medi- / taciones 
varias para antes, y despues de la Sagrada Comunion, que hasta aora 
ha corrido con titulo /de Comulgador. / Vitima impression mas 
corregida, y enriquezida de Tablas. / [Reprodticese el escudo tipo- 
grafico del tomo primero.]/CON LICENCIA. / [Raya hori- 
zontal.| En Barcelona, por Antonio Lacavalleria, en la calle de / 
los Libreros, Afio 1683. / Vendense en la mesma Imprenta. 


Portada.—Vuelta en blanco.—Se ha utilizado la misma impresién de 
las aprobaciones e imprimatur del tomo primero.—Texto de la Agvdeza 
y Arte de Ingenio. 

4°.—2 hojas, pdgs. 1-341.—A dos columnas.—Sign. A-I, K-L, M-N, 
0-T, V-X de 8 hojas, Y de 4 hojas. 


EL DISCRETO. /DE LORENZO GRACIAN./QVE PV- 
BLICA / DON VINCENCIO IVAN DE LASTANOSA. 


Titulo y seguidamente el texto. 
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Pgs. 342-406.—A dos columnas.—Sign. Y de 4 hojas, Z, Aa—Bb de 8 
hojas, Ce de 4 hojas. 


EL POLITICO/DON FERNANDO/EL CATOLICO. / 
DE LORENZO GRACIAN. / AL EXCELENTISSIMO SENOR / 
Duque de Nochera. 


Titulo y seguidamente el texto. 
P&gs. 406-439 y 1 hoja de indice de la Agudeza e indice del Discreto.— 
A dos columnas.—Sign. Ce de 4 hojas, Dd de 8 hojas, Ee de 6 hojas. 


MEDITACIONES / VARIAS, PARA / ANTES, Y DESPVES 
DE / LA SAGRADA / COMVNION. / POR EL PADRE BAL- 
TASAR GRACIAN, / de la Compafiia de Iesus, Lector de Escritura. 


Titulo y seguidamente el texto. 
Pags. 1-88 y 2 hojas de indice de la Meditaciones.—A dos columnas.— 
Sign. Ee de 2 hojas, Ff-Ii, Kk de 8 hojas, Ll de 4 hojas. 


R-N;; British Museum. 
VI 


OBRAS / DE / LORENZO / GRACIAN. / TOMO PRI- 
MERO. / QVE CONTIENE / EL CRITICON, / PRIMERA, 


SEGVNDA, / Y TERCERA PARTE. /EL ORACULO, Y EL 
HEROE. / VLTIMA IMPRESSION, MAS CORREGIDA, / y 
enriquecida de Tablas./CON LICENCIA. / [Raya horizontal 
quebrada. | / En Barcelona, en Casa de JVAN JOLIS,/ Impressor, 
Afio 1700. / A costa de Jayme Batlle, y Jayme Surid Libreros. 
Vendese / en sus mismas casas ad la Libreria, y en la Calle / de la 
Paja. 


Anteportada.—Portada orlada.—Vuelta en blanco.—Parecer de 
Pablo Guiu, Barcelona, 8 de Julio de 1700.—Imprimatur, M. I. Epise. 
Gerundae Cancell., 12 Iulij 1700.—Parecer de Fray Francisco Duran, 
Barcelona, 9 de Julio de 1700.—Imprimatur, Romaguera, Vic. Gen. & 
Offi., 13 Julij 1700.—Indice de las obras contenidas en esta primera 
parte.—Texto. 


4°.—4 hojas, 537 pags. y 7 hojas de indices.—A renglén seguido.— 
Sign. A-I, K-L, M—-N, O-T, V-Z, Aa—Ii, KK-—LI de 8 hojas, M de 4 hojas. 


OBRAS / DE / LORENZO / GRACIAN. / TOMO SE- 
GUNDO. / QVE CONTIENE, / LA AGUDEZA, / Y ARTE DE 
INGENIO. / El Discreto. El Politico Don Fernando el / Catolico. 
Y Meditaciones varias, para antes, /y despues de la Sagrada 
Comunion, que / hasta aora han corrido con titulo / de Comulga- 
dor. / Vitima Impression, mas corregida, y enriquecida / de Tablas. / 
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[Raya horizontal quebrada.]/BARCELONA: Por JAYME 
SVRIa, Impressor, / y Mercader de Libros. / Vendense en su casa 
a la Calle de la Paja, y en la de Jayme / Batlle ad la Libreria. Y a 
sus costas. 


Portada orlada.— Vuelta en blanco.—Indice de las obras contenidas en 
este segundo tomo.—‘‘Hase afiadido en esta vitima impression vn 
Tratado del mismo / Autor, intitulado Selvas de el / Afio, que va al fin 
deste segundo / Tomo.” —Texto. 

2 hojas, 524 pags. y 16 hojas de las Selvas e {ndices—A renglén 
seguido.—Sign. A-I, K-L, M—-N, O-T, V-Z, Aa-Ii, KK-LI de 8 hojas, 
Mm de 4 hojas, Nn de 2 hojas. 

Aunque el segundo tomo no lleva fechas, ni el pie de imprenta coincide 
exactamente con el del tomo primero, se ve que pertenecen a la misma 
edicién por el papel, los tipos y la tinta. 


Library of Congress, Washington. 


Vil 


[Anteportada general grabada en cobre con representaciones 
aleg6ricas y la leyenda: ] OBRAS / DE / LORENZO / GRACIAN / 
TOMOS II. / [Portada general:] OBRAS / DE / LORENZO / 


GRACIAN,/ DIVIDIDAS EN DOS TOMOS./EN EL PRI- 
MERO CONTIENE / El Criticdn, tratando en la primera Parte 
de la Nifiez, y Juventud: en la / segunda de la Varonil Edad: y 
en la tercera de la Vejez./ El Discreto./ El Politico Fernando el 
Catholico / El Heroe./ EN EL SEGUNDO,/ La Agudeza y Arte 
de Ingenio./ Oraculo manual y arte de prudencia./ EN EL FIN 
ANADIMOS,/ El Comulgatorio de varias Meditaciones de la 
Sagrada Comunion, por el / P. BALTAZAR GRACIAN. / [Es- 
cudo.] / EN AMBERES,/ Por HENRICO Y CORNELIO VER- 
DUSSEN, Impressores y Mercaderes de Libros./ M.D.CCII./ 
CON PRIVILEGIO. 

EL / CRITICON,/ PRIMERA PARTE,/ EN /LA PRIMA- 
VERA / DE LA NINEZ,/ Y EN EL ESTIO DE LA JUVEN- 
TUD./SU AUTOR / LORENZO GRACIAN./ Y LO DEDICA / 
AL VALEROSO CAVALLERO / D. PABLO DE PARADA,/ De 
la Orden de Christo, General de la Artilleria: / y Governador de 
Tortosa. / [Escudo tipogrdfico.]/EN AMBERES, / Por Henrico 
y Cornelio Verdussen, {[Impressores y Mercaderes de Libros. / 
M.D.CCII. / Con privilegio. 


Portada.—Dedicatoria a Don Pablo de Parada.—‘ A quien leyere.””— 
Censura de Aubertus Vanden Eede, Antuerpiae, 29 mayo 1669.—Svma 
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del Privilegio, firmada Loyens.—Indice de las Crisis de la primera parte.— 
Texto. 

4°.—3 hojas, pégs. 1-116.—A dos columnas.—Sign. A-I, K-L, M-N, 
O de 4 hojas, P de 2 hojas. 


EL / CRITICON /SEGUNDA PARTE,/ JUYZIOSA COR- 
TESANA / FILOSOFIA,/ EN / EL OTONO DE LA/VARONIL 
EDAD./ POR / LORENZO GRACIAN /Y LO DEDICA / AL 
SERENISSIMO SENOR/D. JUAN DE AUSTRIA./ [Escudo 
tipografico. ] / EN AMBERES./ Por Henrico y Cornelio Verdussen, 
Impressores y Mercaderes de Libros./M.D.CCII./ Con privilegio. 


Portada.—Vuelta en blanco.—Dedicatoria.—‘‘Censura critica del 
Criticon, del Licenciado Joseph Longo.””—Indice de las crisis.—Texto. 


4 hojas, pdgs. 117-239.—A dos columnas.—Sign. P de 2 hojas, Q-T, 
V-Z, Aa—Gg, H de 4 hojas. ‘ 


EL / CRITICON,/ TERCERA PARTE,/ EN /El INVIER- 
NO/DE LA VEJEZ,/ POR / LORENZO GRACIAN./ Y LO 
DEDICA / AL DOCTOR / D. LORENZO FRANCES,/ De Urri- 
tigoyti, Dean de la Santa Iglesia de Siguenca / [Escudo tipo- 
grafico.] En Amberes,/ Por Henrico y Cornelio Verdussen, Im- 
pressores y Mercaderes de Libros./ M.D.CCII./ Con privilegio. 


Portada.— Vuelta en blanco.— Dedicatoria.—‘“ Al que leyere.’’—Indice 
de las crisis.—Texto. 


4 hojas, paégs. 241-388.—A dos columnas.—Sign. Ii, Kk—Ll, Mm-Nn, 
Oo-Tt, Vv-Zz, Aaa—-Ddd de 4 hojas, Eee de 2 hojas. 


EL / DISCRETO / DE / LORENZO GRACIAN./ Que pu- 
blica Don Vincencio Juan de Lastanosa./ [Escudo tipogrdfico. ] / 
EN AMBERES,/ Por Henrico y Cornelio Verdussen, Impressores 
y Mercaderes / de Libros. M.D.CCII./ Con privilegio. 


Portada.— Vuelta en blanco.—“ A los lectores Don Vincencio Juan de 
Lastanosa.’”’—Imprimatur de Fr. Tomas Ros, Barcelona, 6 de junio de 
1647.—Texto. 

2 hojas, pags. 389-447 y pag. final de “Indice de los realces.’””—A dos 
columnas.—Sign. Eee de 2 hojas, Fff-Iii, KKK-—Lll, Mmm de 4 hojas, 
Nnn de 2 hojas. 


EL / POLITICO / D. FERNANDO / EL / CATHOLICO,/ 
DE / LORENZO / GRACIAN./ Que publica Don Vincencio Juan 
de Lastanosa./ [Escudo tipogrdéfico.] / EN AMBERES./ Por Hen- 
rico y Cornelio Verdussen, Impressores y Mercaderes de Libros,/ 
M.D.CCII./ Con privilegio. 
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Portada.— Vuelta en blanco.—Texto. 


1 hoja, pégs. 449-480.—A dos columnas.—Sign. Nnn de 2 hojas, 
Ooo—-Qqq de 4 hojas, Rrr de 3 hojas. 


EL HEROE / DE / LORENZO / GRACIAN / INFANZON./ 
Y LO DEDICA/A DON JUAN BAUTISTA / BRESCYA, / 
Protonotario Apostolico, y Doctor / en ambos derechos./ [Escudo 
tipogrdfico.] / EN AMBERES./ En Casa de Henrico y Cornelio 
Verdussen, Impressores / y Mercaderes de Libros, 1702. 


Portada.—Vuelta en blanco.—Dedicatoria.—“ Al lector.’”-—Texto. 


2 hojas, pags. 481-502.—A dos columnas.—Sign. Rrr de 1 hoja, Sss = 
Ttt, Vvvv de 4 hojas. 


[Anteportada del tomo II con la leyenda: ] Obras / de / Gra- 
cian,/ Tomo II./AGUDEZA / Y /ARTE DE INGENIO,/ EN 
QUE SE EXPLICAN TODOS LOS MODOS / Y diferencias de 
concetos, con exemplares escogidos de todo lo / mas bien dicho, 
assi sacro, como humano,/POR LORENZO GRACIAN./ AU- 
MENTALA / El mismo Autor en esta Quarta impression, con un 
tratado de los estilos, su / propiedad, ideas del bien hablar, con el arte 
de erudicion, y modo de / aplicarla, crisis de los Autores, y noticias 


de libros./ ILUSTRALA / El Dotor Don Manuel de Salinas y 
Ligana, Canonigo de la Catedral de Huesca,/ con sazonadas 
traducciones de los Epigramas de Marcial./ [Escudo tipogrdfico. | / 
EN AMBERES / En Casa de Henrico y Cornelio Verdussen, 
Impressores y Mercaderes / de Libros. Afio 1702./ Con privilegio. 


Portada.— Vuelta en blanco.—“‘Al lector.’’—Indice de los Discursos.— 
Texto. 

4 hojas, pags. 1-240.—A dos columnas.—Sign.*A-I, K-L, M-N, O-T, 
V-Z, Aa-Gg de 4 hojas. 


ORACULO / MANUAL,/ Y / ARTE DE PRVDENCIA./ SA- 
CADA / De los Aforismos que se discurren en las / obras de / 
LORENZO GRACIAN,/ Publicala /D. VICENCIO JUAN / DE 
LASTANOSA./ Y la dedica / Al excelentissimo Sefior / D. LUIS 
MENDEZ /DE HARO/ Con licencia./ [Escudo.]/EN AM- 
BERES / En Casa de Henrico y Cornelio Verdussen, Impressores / 
y Mercaderes de Libros, 1702. 


Portada.—Vuelta en blanco.—Dedicatoria de Lastanosa.—‘‘ Al 
lector.’”’—“ Aprobacion del Padre Alonso Mufios de Otalora.’’—Texto. 

1 hoja, pags. 243-296.—A dos columnas.—Sign. Hh-Ii, Kk-—Ll, 
Mm-Nn, Oo de 4 hojas. 
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EL / COMULGATORIO,/ CONTIENE / VARIAS MEDITA- 
CIONES,/ para que los que frecuentan la Sagrada Comu-/nion, 
puedan prepararse, comulgar,/y dar gracias./POR/EL P. 
BALTASAR GRACIAN /de la Compajiia de Iesus, Letor de 
Escritura./DEDICADO / A LA EXCELENTISSIMA SENORA / 
D. ELVIRA PONCE DE LEON,/ Marquesa de Valdueza, y 
Camarera mayor / de la Reyna nuestra Sefiora./ [Escudo, ] / EN 
AMBERES / En Casa de Henrico y Cornelio Verdussen, Im- 
pressores / y Mercaderes de Libros, 1702. 


Portada.— Vuelta en blanco.—Dedicatoria.—“ Al lector.’’—Texto. 

1 hoja, pags. 299-372 y 2 hojas de Indice y Tabla.—A dos columnas.— 
Sign. Pp-Tt, Vv—Zz de 4 hojas, Aaa-Vvv de 2 hojas. 

De esta edicién existen ejemplares en cuyo pie de imprenta se lee: 
“En casa de Juan Bautista Verdussen, Impressor y Mercader de Libros.” 
Diferente es también la marca de impresor: la de Henrico y Cornelio es la 
misma de los antecesores de esta casa, Gerénimo y Juanbaut. Verdussen, 
esto es, un leén con la zarpa izquierda apoyada sobre un pequefio escudo 
con las letras HV / D, y a la izquierda dos torres; y la marca de Juan 
Bautista tiene unas aves sobre las aguas, con colinas al fondo, y alrededor 
la leyenda PIETAS HOMINI TVTISSIMA VIRTVS. El ejemplar 
de Henrico y Cornelio que he consultado en la Hispanic Society carece de 
numeracién en la pagina 502 del tomo I, pero no falta en el de Juan 
Bautista. Los ejemplares de ambas oficinas tienen otra marca con 
la leyenda CONCORDIAE FRVCTVS en las portadas del Ordculo y 
del Comulgador y son idénticos en todos los demas detalles tipogrdficos. 


Biblioteca Nacional, Madrid; The Hispanic Society of America, 
Nueva York (ambas tiradas, la de Henrico-Cornelio y la de Ivan 
Bautista); University of California; University of Toronto. 


Vill 


OBRAS / DE / LORENZO / GRACIAN./ TOMO PRIME- 
RO./ QUE CONTIENE / EL CRITICON,/ PRIMERA, SEGUN- 
DA,/Y TERCERA PARTE./EL ORACULO, Y HEROE./ EN 
ESTA VLTIMA IMPRESSION, MAS / CORREGIDA, y enri- 
quecida de Tablas./ Afio de [escudo tipogrdfico] 1720./ CON 
LICENCIA: En Madrid. Por Antonio Gongalez/de Reyes./A 
costa de Fancisco [sic] Lasso, Mercader de Libros, enfrente de las / 
gradas de San Felipe. 


Anteportada.— Vuelta en blanco.— Portada orlada.— Vuelta en blanco. 
—Imprimatur, Fray Pablo Guiu, 8 de julio de 1700.—Imprimatur, Fray 
Francisco Duran, 9 de julio de 1700.—Suma de la licencia, 22 de abril de 
1720.—Fee de erratas del Licenciado Don Benito de Rio y Cordido, 20 de 
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septiembre de 1720.—Suma de la tasa, 26 de septiembre de 1720.—Indice 
de las obras contenidas en este primer tomo.—Texto. 

4°. —3 hojas, 519 pdgs. y 6 hojas de fndices.—A renglén seguido.— 
Sign. A-I, K-L, M—-N, O-T, V—Z, Aa-Ii, KK de 8 hojas, LI de 2 hojas. 


OBRAS / DE / LORENZO / GRACIAN./ TOMO SEGVN- 
DO./QUE CONTIENE /LA AGUDEZA,/ Y ARTE DE IN- 
GENIO./ EL DISCRETO./ El Politico Don Fernando el Catolico. 
Y Meditaciones / varias, para antes, y despues de la Sagrada 
Comunion,/ que hasta aora han corrido con titulo / de Comulga- 
dor./EN ESTA VLTIMA IMPRESSION MAS /Corregida, y 
enriquecida de Tablas./Afio de [escudo tipogrdfico] 1720./ CON 
LICENCIA: En Madrid. Por Antonio Gongalez de Reyes./ A 
costa de Francisco Lasso, Mercader de Libros, enfrente de las / 
gradas de San Felipe. 


Anteportada.—Vuelta en blanco.—Portada.—Vuelta en blanco.— 
Licencia de Don Baltasar de San Pedro Azebedo, Madrid 22 de abril de 
1720.—Fee de erratas del Lic. Don Benito de Rio y Cordillo, Madrid 
20 de septiembre de 1720.—Suma de la tasa, Madrid 26 de septiembre de 
1720.—Indice de las obras contenidas en este segundo tomo.—Texto. 

3 hojas, 539 pags. (aunque por errata dice 529) y 2 hojas de {ndices.— 
A renglén seguido.—Sign. A-I, K-L, M—-N, O-T, V-Z, Aa-Ii, KK-LI de 8 
hojas. 


Biblioteca Nacional, Madrid; British Museum. 


IX 


[Anteportada general grabada en cobre con la leyenda:] 
OBRAS / DE / LORENZO / GRACIAN./ TOMOS II./ [Portada 
general a dos tintas:] OBRAS / DE / LORENZO / GRACIAN,/ 
DIVIDIDAS EN DOS TOMOS./EN EL PRIMERO CON- 
TIENE / EL CRITICON, tratando en la primera Parte de la Nifiez, 
y Juventud: en la segunda / de la Varonil edad: y en la tercera de 
la Vejez./El Discreto./ El Politico Fernando el Catholico./ El 
Heroe./ EN EL SEGUNDO,/ La Agudeza y Arte de Ingenio./ 
Oraculo manual y arte de prudencia./ EN EL FIN ANADIMOS,/ 
El Comulgatorio de varias Meditaciones de la sagrada Comunion, 
por el/P. BARTAZAR [sic] GRACIAN./ [Escudo tipogrdfico. ] / 
EN AMBERES,/ En casa de Juan Bautista Verdussen, Impressor 
y Mercader de Libros./ M.D.C.C.XXV./ Con Privilegio. 

EL / CRITICON,/ PRIMERA PARTE, / EN /LA PRIMA- 
VERA,/ DE LA NINEZ,/ Y EN EL ESTIO DE LA JUVEN- 
TUD./ SU AUTOR / LORENZO GRACIAN./ Y LO DEDICA / 
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AL VALEROSO CAVALLERO / D. PABLO DE PARADA,/ De 
la Orden de Christo, General de la Artilleria:/ y Governador de 
Tortosa./ [Escudo tipogrdfico.]/ EN AMBERES / En Casa de 
Juan Bautista Verdussen, Impressor y Mercader / de Libros. Afio 
1725./ Con privilegio. 


Portada.—“‘ A Don Pablo de Parada.’”’—‘‘ A quien leyere.’’—Censura 
de Aubertus Vanden Eede, Antuerpiae, 29 mayo 1669.—Suma del privi- 
legio, firmada Loyens.—Indice de las crisis.—Texto. 

4°.—3 hojas, pdgs. 1-116.—A dos columnas.—Sign. A-I, K-L, M-N, 
O de 4 hojas, P de 2 hojas. 


EL / CRITICON /SEGUNDA PARTE,/ JUYZIOSA COR- 
TESANA / FILOSOFIA,/ EN / EL OTONO DE LA / VARONIL 
EDAD./ POR / LORENZO GRACIAN./ Y LO DEDICA / AL 
SERENISSIMO SENOR/D. JUAN DE AUSTRIA./ [Escudo 
tipografico.] / EN AMBERES / En Casa de Juan Bautista Ver- 
dussen, Impressor y Mercader de Libros./ M.D.CC.XXV./ Con 
privilegio. 


Portada.—Vuelta en blanco.—Dedicatoria.—‘‘Censura critica del 
Criticon, del Licenciado Joseph Longo.’’—Indice de las crisis.—Texto. 
4 hojas, paégs. 117-239.—A dos columnas.—Sign. P de 2 hojas, Q-T, 


V-Z, Aa-Hh de 4 hojas. 


EL / CRITICON./ TERCERA PARTE,/ EN / EL INVIER- 
NO/DE LA VEJEZ,/ POR / LORENZO GRACIAN./ Y LO 
DEDICA / AL DOCTOR / D. LORENZO FRANCES / De Urri- 
tigoyti, Dean de la Santa Iglesia de Siguenga./ [Escudo tipo- 
grafico. |/ EN AMBERES, / En casa de Juan Bautista Verdussen, 
Impressor y Mercader de Libros./ M.D.CC.XXV./ Con privilegio. 


Portada.—Vuelta en blanco.—Dedicatoria.—‘‘Al que leyere.”— 
Indice de las crisis.—Texto. 


4 hojas, pdgs. 241-388.—A dos columnas.—Sign. Ii, Kk-Ll, Mm-Nn, 
Oo-Tt, Vv—Zz, Aaa—Ddd de 4 hojas, Eee de 2 hojas. 


EL / DISCRETO,/ DE / LORENZO GRACIAN./ Que publica 
Don Vincencio Juan de Lastanosa./ [Escudo tipogrdfico.] / EN 
AMBERES, / En casa de Juan Bautista Verdussen, Impressor 
y Mercader de / Libros./ M.D.CC.XXV. / Con privilegio. 


Portada.—Vuelta en blanco.—“ A los lectores Don Vincencio Juan de 
Lastanosa.”—Imprimatur de Fr. Tomas Ros, Barcelona, 6 de junio de 
1647.—Texto. 

2 hojas, pégs. 389-447, Indice de los realees.—A dos columnas.— 
Sign. Eee de 2 hojas, Fff-Iii, Kkk—Lll, Mmm de 4 hojas, Nnn de 2 hojas. 
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EL / POLITICO / D. FERNANDO / EL / CATOLICO, / 
DE / LORENZO / GRACIAN. / Que publica Don Vincencio Juan 
de / Lastanosa./[Escudo tipogrdfico. ] / EN AMBERES,/ En casa 


de Juan Bautista Verdussen, Impressor y Mercader de Libros./ 
M.D.CC.XXV./ Con privilegio. 


Portada.—Vuelta en blanco.—Texto. 
1 hoja, pdgs. 449-480.—A dos columnas.—Sign. Nnn de 2 hojas, 
Ooo—-Qaq de 4 hojas, Rrr de 3 hojas. 


EL HEROE / DE / LORENZO / GRACIAN / INFANZON./ 
Y LO DEDICA/A DON JUAN BAUTISTA / BRESCYA,/ 
Protonotario Apostolico, y Doctor / en ambos Derechos./ [Escudo 
tipografico.] / EN AMBERES,/ En casa de Juan Bautista Ver- 
dussen, Impressor y Mercader de Libros./ M.D.CC.XXV./ Con 
privilegio. 

Portada.— Vuelta en blanco.—Dedicatoria.—“ Al lector.” —Texto. 


2 hojas, pdgs. 481-502.—-A dos columnas.—Sign. Rrr de 1 hoja, Sss— 
Ttt, Vvv de 4 hojas. 


[Anteportada del tomo II:] OBRAS / DE / GRACIAN,/ 


TOMO II./ AGUDEZA / Y / ARTE DE INGENIO, / EN QUE 
SE EXPLICAN TODOS LOS MODOS / Y diferencias de concetos, 
con exemplares escogidos de todo lo mas / bien dicho, assi sacro, 
como humano./ POR/LORENZO GRACIAN./ AUMENTALA / 
El mismo Autor en esta Quarta impression, con un tratado de los 
estilos, su / propiedad, ideas del bien hablar, con el arte de erudicion, 
y modo de / aplicarla, crisis de los Autores, y noticias de libros./ 
ILUSTRALA / El Dotor Don Manuel de Salinas y Licana, Ca- 
nonigo de la Catedral de Huesca,/ con sazonadas traduciones de 
los Epigramas de Marcial./ [Escudo tipogrdfico.]/EN AM- 
BERES /En Casa de Juan Bautista Verdussen, Impressor y 
Mercader / de Libros. Afio 1725./Con privilegio. 


Portada.— Vuelta en blanco.—“ Al Lector.””—Indice de los discursos. 
—Texto. 


4 hojas, pdgs. 1-240.—A dos columnas.—Sign. *, A-I, K-L, M-N, 
O-T, V-Z, Aa—Gg de 4 hojas. 


ORACULO / MANUAL,/ Y / ARTE DE PRVDENCIA./ SA- 
CADA / De los Aforismos que se discurren en las / obras de / 
LORENZO GRACIAN,/ Publicala /D. VINCENCIO JUAN / 
DE LASTANOSA./ Y la dedica/ Al excelentissimo Sefior / 
D. LUIS MENDEZ / DE HARO. Con licencia./[Escudo tipo- 
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grafico. | / EN AMBERES / En Casa de Juan Bautista Verdussen, 
Impressor y / Mercader de Libros, 1725. 


Portada.—Vuelta en blanco.—Dedicatoria de Lastanosa.—“ Al 
lector.’’—Aprobacién del Padre Alonso Mufios de Otalora.—Texto. 

2 hojas, pdgs. 245-296.—A dos columnas.—Sign. Hh-Ii, Kk-L], 
Mm-—Nn, Oo de 4 hojas. 


EL / COMULGATORIO,/ CONTIENE / VARIAS MEDITA- 
CIONES,/ para que los que frecuentan la sagrada Comu-/nion, 
puedan prepararse, comulgar,/y dar gracias,/POR/EL P. 
BALTASAR GRACIAN /de la Compajiia de Iesus, Letor de 
Escritura./DEDICADO / A LA EXCELENTISSIMA SENORA / 
P. ELVIRA PONCE DE LEON,/ Marquesa de Valdueza, y 
Camarera mayor /de la Reyna nuestra Sefiora./ [Escudo tipo- 
grafico. ] / EN AMBERES / En Casa de Juan Bautista Verdussen, 
Impressor y / Mercader de Libros. 1725. 


Portada.—Vuelta en blanco.—Dedicatoria.—“ Al lector.’””—Texto. 

1 hoja, pdgs. 299-372, 2 hojas de indice y tabla.—A dos columnas.— 
Sign. P-T, V—Z, Aa de 4 hojas. 

Esta edicién est& casi calcada en la de Amberes, 1702, con algunas 
pequefias diferencias tipogrdficas. 


Biblioteca Nacional, Madrid; British Museum; Cornell Uni- 
versity. 
x 


OBRAS / DE / LORENZO / GRACIAN, /TOMO PRIME- 
RO. /QVE CONTIENE/EL CRITICON, / PRIMERA, SE- 
GVNDA, / Y TERCERA PARTE. / EL ORACVLO, Y HEROE. / 
EN ESTA ULTIMA IMPRESSION MAS BIEN / corregida, y 
enriquecida de Tablas. / [Dos circulos de seis estrellas cada uno. | / 
Afio [vifieta] 1732. / [Otros dos cfreulos como los anteriores. ] / 
Impresso en Sevilla, y con las licencias necessarias. / A costa de 
D. Juan Leonardo. 


Portada orlada.—Vuelta en blanco.—Parecer de fray Palo [sic ] Guiu, 
Barcelona, 8 de Julio de 1700.—Imprimatur, M. I. Epis. Gerundae, 
Cancell, 12 Julij 1700.—Parecer de fray Francisco Duran, Barcelona, 9 de 
Julio de 1700.—Imprimatur, Romaguera, Vic. Gen. et Offi., 13 Julij 
1700.—Fe de erratas, Lic. Benito de Rio Cordido, Madrid, Marzo 30 de 
1733 [sic]—Tasa, Baltasar de San Pedro Azebedo, Madrid, 26 de 
Septiembre de 1720 [sic ].—Indice del tomo I.—Texto. 

4°,—3 hojas, 519 pdgs. y 6 hojas de {ndice de materias del Criticén e 
indice de las crisis——A renglén seguido.—Sign. A-I, K-L, M-N, O-T, 
V-Z, Aa-li, KK-LI de 8 hojas. 
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OBRAS / DE / LORENZO / GRACIAN, / TOMO II. /QVE 
CONTIENE / La Agudeza, y Arte de Ingenio./ El Politico D. 
Fernando el Catholico. / Meditaciones varias para antes, y despues / 
de la Sagrada Comunion, que hasta / aora han corrido con titulo 
de Comul- / gador. / EN ESTA ULTIMA IMPRESSION MAS 
BIEN / corregida, y enriquecida de Tablas. / [Circulos, vifieta y pie 
de imprenta como en el tomo I. ] 


Portada orlada.—Vuelta en blanco.—Licencia del Consejo, Miguel 
Fernandez de Munilla, Madrid, doze de Mayo de mil setecientos y 
treinta y dos.—Fe de erratas, Benito del Rio Cordido, Madrid, Marzo 30 
de 1733.—Tasa, Baltasar de San Pedro Azebedo, Madrid, 26 de Septiem- 
bre de 1720.—Indice del tomo II, incluyendo las Selvas del afio.—Vuelta 
en blanco.—Texto. 

3 hojas, 538 pags. y 3 hojas de indices.—A renglén seguido.—Sign. 
A-I, K-L, M-N, O-T, V-Z, Aa-Ii, KK-LI de 8 hojas. 


The Hispanic Society of America, Nueva York. 


XI 


OBRAS / DE / LORENZO / GRACIAN./ TOMO PRIME- 
RO./ QUE CONTIENE / EL CRITICON,/ PRIMERA, SEGUN- 


DA,/Y TERCERA PARTE./EL ORACULO, Y HEROE./ EN 
ESTA VLTIMA IMPRESSION, MAS CORREGIDA,/ y enrique- 
cida de Tablas./ Afio [escudo tipogrdfico ] 1734./ BARCELONA: 
Por JOSEPH GIRALT Impressor, a la Placa de / Santa Ana. 
Y a su costa. 


Anteportada.—Vuelta en blanco.—Portada.—Vuelta en blanco.— 
Imprimatur, Fray Pablo Guiu, Barcelona, 8 de julio de 1700.—Impri- 
matur, Fray Francisco Dvran, Barcelona, 9 de julio de 1700.—Suma de la 
licencia, Madrid, 12 de marzo de 1734.—Fe de erratas, Lic. Don Manuel 
Garcia Aleson, Madrid 12 de junio de 1734.—Suma de la tasa, Madrid, 18 
de junio de 1734.—Indice de las obras contenidas en este primer tomo.— 
Texto. 


4°.—3 hojas, 519 p&gs. y 6 hojas de indices—A renglén seguido.— 
Sign. A~I, K-L, M—N, O-T, V-Z, Aa-Ii, KK de 8 hojas, LI de 2 hojas. 


OBRAS / DE / LORENZO / GRACIAN. / TOMO SEGUN- 
DO. / QUE CONTIENE /LA AGVDEZA, Y ARTE / DE IN- 
GENIO. EL DISCRETO. EL POLITICO DON / Fernando el 
Catolico. Y Meditaciones varias, para antes, y / despues de la 
Sagrada Comunion, que hasta aora han / corrido con titulo de 
Comulgador./ EN ESTA VLTIMA IMPRESSION, MAS CO- 
RREGIDA, / y enriquecida de Tablas./Afio [escudo tipogrdfico] 
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1734./BARCELONA: Por JOSEPH GIRALT Impressor, a la 
Placa de / Santa Ana. Y ASU COSTA. 


Anteportada.—Vuelta en blanco.—Portada.—Vuelta en blanco.— 
Licencia de Don Pedro Manuel de Contreras, Madrid, 12 de marzo de 
1734.—“ Fee de erratas de este segvndo tomo” del Lic. Don Manuel 
Garcia Aleson, Madrid, 12 de junio de 1734.—Svma de la tasa, Madrid, 
18 de junio de 1734.—Indice de las obras contenidas en este segundo 
tomo.—Texto. 

3 hojas, 539 pags. y 2 hojas de {ndices.—A renglén seguido.—Sign, 
A-I, K-L, M-N, O-T, V-Z, Aa-Ii, KK-LI de 8 hojas. 

Aunque esta edicién parece a primera vista calcada en la de Madrid, 
1720, no es mera reimpresién, pues se emplean tipos diferentes y ofrece no 
pocas variantes. 


Biblioteca Nacional, Madrid; Bibliothéque Nationale, Paris; 
Harvard University. 


XII 


OBRAS / DE / LORENZO / GRACIAN./TOMO PRIMERO,/ 
QUE CONTIENE / EL CRITICON,/ PRIMERA, SEGUNDA,/ 
y Tercera Parte./EL ORACULO Y HEROE./ En esta vitima 
impression./ mas corregida, y enriquecida /de Tablas./ CON 


LICENCIA./ Barcelona: Por PEDRO ESCUDER, / y PABLO 
NADAL Impressores./ Afio 1748. 


Anteportada.—Portada orlada.—Vuelta en blanco.—Parecer del Mvy 
R. Padre Presentado Fray Pablo Guiu, del Real, y Militar Orden de 
Nuestra Sefiora de la Merced, Redempcion de Cautivos, 12 julij 1700.— 
Imprimatur, M. I. Epis. Gerundae Cancell.—Parecer del Mvy R. Padre 
Fray Francisco Duran, Lector Jubilado, Difinidor actual de la Provincia 
de Catalufia de Frayles Menores observantes, y Examinador Sinodal del 
Obispado de Barcelona, en Barcelona en 9 Julij 1700.—Imprimatur, 
Romaguera Vic. Gen. et Offi—Suma de la licencia a favor de Pedro 
Escudér, por D. Juan de Pefiuelas, Madrid, 28 de octubre de 1747.—Fe de 
erratas de este primer tomo, Don Manuel Licardo de Ribera, Madrid, 3 de 
febrero de 1748.—Suma de la tasa, Madrid, 3 de febrero de 1748.—Indice 
de las obras contenidas en este primer tomo.—Texto. 

4°.—4 hojas, 519 pags. y 7 hojas de fndices——A renglén seguido.— 
Sign. A-I, K-L, M-N, O-T, V-—Z, Aa-Ii, Kk de 8 hojas. 


OBRAS / DE / LORENZO / GRACIAN./ TOMO SEGUN- 
DO,/QUE CONTIENE /LA AGUDEZA, Y/ ARTE DE IN- 
GENIO. EL DISCRETO. EL/ Politico Don Fernando ¢d 
Catholico. Y Meditacio- / nes varias, para antes, y despues de la 
Sa- / grada Comunion, que hasta aora / han corrido con titulo de / 
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Comulgador./ EN ESTA VLTIMA IMPRESSION, MAS / corre- 
gida y enriquecida de Tablas./ CON LICENCIA./ BARCELONA: 
Por PEDRO ESCUDER,/y PABLO NADAL Impressores./ 
Afio 1748. 


Anteportada.—Portada orlada.—Vuelta en blanco.—Licencia de Don 
Juan de Pefiuelas, Madrid, 28 de octubre de 1747.—Fe de erratas de este 
segundo tomo, Don Manuel Licardo de Ribera, Madrid, 3 de febrero de 
1748.—Suma de la tasa, Don Juan de Pefiuelas, Madrid, 3 de febrero de 
1748.—Indice de las obras contenidas en este segundo tomo.—Texto. 

4 hojas, 539 pdgs. y 3 hojas de {ndices.—A renglén seguido.—Sign. 
A-I, K-L, M-N, O-T, V-Z, Aa-Ii, Kk—LI de 8 hojas. 


Biblioteca de la Facultad de Filosofia y Letras, Universidad de 
Madrid; Bristish Museum; The Hispanic Society of America; 
University of Michigan. 


He visto dos ejemplares de esta edicién, uno en la Biblioteca de 
Catalufia, otro en el Archivo Histérico de la Ciudad, Barcelona, y yo 
poseo el tercero, con el mismo pie de imprenta y fecha de esta edicién, pero 
con la aprobacién de Fr. Guiu fechada el 8 de Julio de 1700; la suma de la 
licencia a favor de Juan Pablo Marti y Galt, por D. Juan de Pefiuelas, 


veinte y dos de Octubre de mil setecientos cinquenta y seis; la fe de erratas del 
Dr. D. Manuel Gonzalez Ollero, Madrid, Octubre doce de mil setecientos 
cinquenta y siete; en la suma de la tasa se dice que con licencia concedida a 
Maria Angela Martti Impressora en la Ciudad de Barcelona ha sido reim- 
presso, y va fechada en Madrid, veinte y dos de Octubre de mil setecientos 
cinquenta y siete. En el tomo segundo, con el mismo pie de imprenta, se 
reproducen la aprobacién, licencia, tasa y fe de erratas que anteceden. 
El primer tomo de este ejemplar tiene 4 hojas de preliminares, 531 pdgs. 
de texto, y 8 hojas de fndices; y el segundo tomo, 4 hojas, 575 pags. y 8 
hojas. 

Corresponden estos particulares con la edicién de Barcelona, 1757, 
hecha ‘‘en la imprenta de Maria Angela Marti y Gali, Viuda” (véase 
nuestro nimero XIII), asf como el nimero de pdginas y hojas de los 
tomos. Pero existen entre ellas las diferencias que siguen: 1) el parecer 
0 aprobacién de Fr. Guiu, teniendo en ambos textos igual disposicién y 
tipos, varia en el tipo del titulo (PARECER DEL MUY R. P. Fr. 
FRANCISCO DURAN .. .), y el de su firma y el de Caneell. es un 
punto menor en la ed. 1757; 2) idéntica es en ambas la disposicién y apa- 
riencia de la aprobacién de Fr. Duran, la licencia de Pefiuelas, la tasa, el 
indice y, lo que es mas curioso, la fe de erratas, pero con cierta diferencia 
en los acentos (que faltan en la misma palabra en uno de los textos, o es 
grave en uno y agudo en la misma palabra del otro texto, prevaleciendo el 
grave en 1757 y el agudo en 1748) y en algunas letras, v. gr., ff en 1748, fs 


Adel 


en 1757; 3) el texto, a plana y renglén en ambas ediciones, pero sin que 
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siempre coincida en l{neas correspondientes la dltima palabra, v. gr., 
pags. 66, 68, 199; 4) las vifietas que encabezan las Partes son diferentes, 
asi como las que van al final de la Primera Parte; 5) las diferencias 
ortogrdficas son numerosas en cualquier pdgina; 6) en la de 1748 faltan 
algunos epigrafes marginales, que se encuentran en la de 1757, v. gr., 
pdgs. 105-106, donde faltan tres epfgrafes; 7) estos epigrafes difieren a 
veces en el niimero de lineas; 8) no coinciden en el empleo de mayitsculas; 
9) numeracién errénea en 1757 a partir de la pag. 145, a la cual sigue 128, 
enmendada desde la pdg. 160; 10) hay también algunas ligeras variantes 
en la lectura. 

Se trata, pues, de una reimpresién distinta a las de 1748 y 1757. 
La reimpresién especial y la de 1757, con igual papel, caja y tipos, fueron 
hechas con materiales de la misma imprenta, y una de ellas sirvié de 
original y modelo para la otra. 

Una partida de ejemplares de la edicién de 1748, de los impresores 
Escuder y Nadal, debié de ser adquirida por el librero-impresor Juan 
Pablo Marti y Galf antes del 22 de octubre de 1756, en que se le concedié 
licencia para otra reimpresién de la Obras de Gracidn, y aquellos ejem- 
plares pasaron luego a poder de su viuda Marfa Angela Marti y Galf, antes 
del 22 de octubre de 1757, en que se registra la tasa a nombre de ésta. 
Los encuadernadores, con ejemplares a mano de tres distintas reimpre- 


siones de igual tamafio y apariencia, harian probablemente el resto, la 
confusién. 
XII 


OBRAS / DE /LORENZO / GRACIAN./TOMO PRIMERO,/ 
QUE CONTIENE / EL CRITICON,/PRIMERA, SEGUNDA,/ 
Y TERCERA PARTE./EL ORACULO, Y HEROE./ VA ESTA 
ULTIMA IMPRESSION, /mas corregida, y enriquecida de Tablas./ 
Barcelona: En la Imprenta de Maria Angela Marti, y Gali Viuda,/ 
en la Plaza de San Jayme. Afio 1757./Vendese en su Casa, y en 
las de Carlos Sapéra, Jayme Ossét,/Francisco Surid, y ad sus costas. 


Anteportada.—Vuelta en blanco.—Portada orlada.—Vuelta en 
blanco.—Imprimatur, Fray Pablo Guiu, Barcelona, 8 de julio de 1700.— 
Imprimatur, Fray Francisco Duran, Barcelona, 9 de julio de 1700.— 
Licencia del Consejo, Juan de Pefiuelas, Madrid, 22 de octubre de 1756.— 
Fe de erratas, Dr. Don Manuel Gonzalez Ollero, Madrid, 12 de octubre de 
1757.—Tasa, Juan de Pefiuelas, Madrid, 22 de octubre de 1757.— 
“Indice de las obras contenidas en este primer tomo.” —Texto. 

4° —3 hojas, 531 pags. y 6 hojas de indices.—A renglén seguido.— 
Sign. A-I, K-L, M—N, O-T, V-Z, Aa-li, KK-L]I de 8 hojas. 


OBRAS / DE / LORENZO / GRACIAN./TOMO SEGUN- 
DO,/QUE CONTIENE /LA AGUDEZA, Y ARTE DE IN- 
GENIO./ EL DISCRETO./ EL POLITICO DON FERNANDO / 
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EL CATHOLICO./ Y MEDITACIONES VARIAS PARA AN- 
TES,/ y despues de la Sagrada Comunion, que / hasta aora han 
corrido con titulo /de Comulgador./VA ESTA ULTIMA IM- 
PRESSION,/ mas corregida, y enriquecida de Tablas./Barcelona: 
En la Imprenta de Maria Angela Marti, y Gali Viuda,/en la Plaza 
de San Jayme. Afio 1757./Vendese en su Casa, y en las de Carlos 
Sapéra, Jayme Osset,/Francisco Surid, y d sus costas. 


Portada orlada.—Vuelta en blanco.—Licencia del Consejo, Don Juan 
de Pefiuelas, Madrid, 2 de octubre de 1756.—Fe de erratas, Dr. Don 
Manuel Gonzalez Ollero, Correct. Gen. por 8. Mag., Madrid, 12 de 
octubre de 1757.—Tasa, Don Juan de Pefiuelas, Madrid, 22 de octubre 
de 1757.—“‘Indice de las obras contenidas en este segundo tomo.’”’— 
Texto. 

3 hojas, 575 pags., 2 hojas de fndices y 2 hojas de tabla de las Medi- 
taciones para comulgar en todas las Festividades del afio.— A renglén 
seguido.—Sign. A-I, K-L, M—N, O-T, V-Z, Aa-Ii, KK-Ll], Mm-Nn de 
8 hojas, Oo de 4 hojas. 


Biblioteca Nacional, Madrid; Archivo Histérico de la Ciudad, 


Barcelona (sélo posee el tomo I); British Museum; University of 
California; Yale University. 


XIV 


OBRAS / DE LORENZO / GRACIAN. / TOMO PRIMERO,/ 
QUE CONTIENE / EL CRITICON, PRIMERA, /Segunda, y 
Tercera Parte: / Y el Heroe. / [Escudo tipogrdfico.] / CON LAS 
LICENCIAS NECESARIAS: / [Raya gruesa horizontal encerrada 
en dos finas.|] / EN MADRID: en la Imprenta de PEDRO MA- 


RIN. / Afio de 1773. / A costa de la Real Compajiia de Impresores, 
y Libreros de el / Reyno. 


Portada.—Vuelta en blanco.—Indice de las obras contenidas en esta 
primera parte.—Vuelta en blanco.—Texto. 

4°,—2 hojas, 678 pdgs., con el folio de la 670 equivocado, y 1 hoja de 
indice de las crisis—A dos columnas.—Sign. A-I, K-L, M-N, O-T, 
V-Z, Aa-Ii, Kk—Ll, Mm--Nn, Oo-Tt de 8 hojas, Vv de 4 hojas. 


OBRAS / DE LORENZO / GRACIAN. / TOMO SEGUNDO, / 
QUE CONTIENE / LA AGUDEZA, Y ARTE DE INGENIO: / 
El Discreto: El Politico Don Fernando el Catolico: / Meditaciones 
varias para antes, y despues de la / Sagrada Comunion, que hasta 
ahora ha corrido / con titulo de Comulgador. / [Escudo tipogrdfico. ] / 
CON LAS LICENCIAS NECESARIAS: / [Rayas como en el 
t.I.] / EN MADRID: en la Imprenta de PEDRO MARIN. / Afio 
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de 1773. / A costa de la Real Compatiia de Impresores, y Libreros 
de el / Reyno. 


Portada.— Vuelta en blanco.—Texto. 

1 hoja, 624 pdégs. y 5 hojas de f{ndices.—A dos columnas.—Sign. A-I, 
K-L, M-N, O-T, V-Z, Aa-Ii, Kk-Ll, Mm-Nn, Oo-Qq de 8 hojas, 
¥ de 5 hojas. 

Esta es la edicién del siglo X VIII de mayor circulacién, y se encuentra 
en casi todas las bibliotecas de alguna importancia; con relativa frecuencia 
los libreros anuncian ejemplares a la venta; el ejemplar consultado per- 
tenece a la University of Pennsylvania. 


M. Romera-NAVARRO 


University of Pennsylvania 








THE DATE OF TORRES NAHARRO’S DEATH 


N his splendid study on Torres Naharro ! Menéndez y Pelayo made 
an ingenious suggestion to determine the date of Torres Naharro’s 
death. It is well known that our biographical information about 
the dramatist ends abruptly with the Latin epistle addressed to 
the scholarly Belgian printer Jodocus Badius by a certain ‘ Messi- 
nerius I. Barberius” of Orleans, and first published by Torres 
Naharro himself in the princeps of his Propalladia, Naples, 1517. 
The Inquisition’s editor of 1570, Juan Lépez de Velasco, replacing 
this epistle by a short biographical notice in Spanish, while adding 
to our information the plausible remark that the dramatist died in 
poverty, had nothing definite to say either about the place or the 
time of his demise. Neither did the earlier historians of Spanish 
literature, including Schack and Ticknor; but almost any recent 
manual, Fitzmaurice-Kelly, Hurtado-Palencia, Northup or Méri- 
mée-Morley, puts down the date of Torres Naharro’s death, either 
with or without a query, as 1531, or “after 1530.” ? 

The reason is that, in 1900, Menéndez y Pelayo, having noticed 
in a certain Cancionero a contribution by Torres Naharro to a 
justa poética in honor of the Virgin Mary, presumably held in 
Seville in the year 1530, concluded that the author had probably 
returned to Spain, and might have died there before 1531. The 
suggestion was clever and acceptable,’ but it was, after all, only a 
guess, and on further analysis its basis proves none too secure, 
while, on the other hand, it is contradicted by circumstantial 
evidence which was either unknown to Menéndez y Pelayo, or 
remained unconsidered. 

With certain verses of Torres Naharro in the Cancionero general 
of Seville 1540 before him, the Spanish critic reasoned as follows: 
“Estas justas no tienen fecha, pero por el lugar que ocupan en el 

1 Propalladia, ed. Cafiete-Menéndez y Pelayo, II, Ixvi, n. 2. 

* There is one striking, and perhaps prophetic exception. The late lamented 
Da. Carolina Michaélis de Vasconcellos, in her Antologia espafiola, Leipzig, 1875, 
I, 82, declared that Torres Naharro died “por los afios de 1520.” 

3 It would be even more delightful, were it possible, to welcome the confident 
affirmations in Miss Angeles Marquez Mordén’s Nombres claros de Extremadura, 
Badajoz, 1914, pp. 14, 18, and to think of Torres Naharro returned to Spain and, 


having finally come into his own, gracing with his presence the veladas of the 
cendculo of the Conde de Ferias at the Figueras palace in Badajoz! 
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Cancionero, debieron de anteceder 4 las de San Juan Evangelista 
(1531), San Juan Bautista (1532), San Pedro y Santa Marfa Magda- 
lena (1533), San Pablo y Santa Catalina (1533 [read 1534]), cuyas 
primitivas ediciones, procedentes de la biblioteca de Osuna, se 
guardan ahora en la Nacional, y aparecen también extractadas en el 
Cancionero sevillano.* Las justas 6 certdmenes poéticos que 
establecié el obispo de Scalas, D. Baltasar del Rio, se hacfan anual- 
mente en los palacios arzobispales de Sevilla, en presencia del 
Cardenal D. Alonso Manrique. Podemos inferir, por consiguiente, 
que el de la Concepcién, que es el mas antiguo, hubo de celebrarse 
en 1529 6 1530. Casi todos los poetas que concurrieron 4 él figuran 
en los sucesivos, pero no Torres Naharro, acaso por haber fallecido 
antes de 1531.”” Examining these statements, we notice first of all 
that, in order to place the contest in which Torres Naharro took 
part, in 1529 or 1530, it is assumed that these famous justas, later 
praised by Argote de Molina,® alluded to by Juan de la Cueva‘® 
and still popular in the late eighteenth century, were held annually, 
and that the prize poems, no doubt, were also printed each year. 
There is, so far, no complete evidence of this, even though the four 
justas preserved in the Biblioteca Nacional’ belong to consecutive 


years. The existence of these four copies establishes, of course, a 
presumption, and it is reasonable enough (we may add) to believe 


4The additions to the original text of the Cancionero General have been 
reprinted as an appendix in the edition by the Bibliéfilos Espajioles, Madrid, 
1882, II, 310 f. ‘Torres Naharro’s contribution (nr. 35) appears on p. 312 /f. 

5 Discurso sobre la poesia castellana, attached to his edition of El Conde 
Lucanor, Seville, 1575; reprinted by the Conde de la Vifiaza, Biblioteca histérica 
de la filologia castellana, 1893, col. 883, as well as in Menéndez y Pelayo’s Antologia, 
V, 75. We find such justas as early as 1474, in Valencia, where they produced 
the famous Trobes en lahors de la Verge Maria. 

* Exemplar poético, ed. Walberg, p. 22. 

7 Press-mark R 6086, cf. Gallardo, Ensayo, nrs. 1153-1156. The designs 
show that all four pamphlets were printed by Bartolomé Pérez, although his name 
appears only on the last two. M. Gutiérrez del Cafio (RBAM, 1900, p. 668) 
places the printer’s activities (‘Calle de la Sierpe”’) between the years 1529 and 
1535. Incidentally, the prints are bound together in red morocco, stamped with 
the ducal crown and the letters ‘D. de O.,’ further protected by red cloth and 
boxed. The text of some later justas has also been preserved, e.g. that of the 
first justa after the death of D. Baltasar del Rio (he died in Rome, Jan. 1, 1541), 
devoted to San Sebastian and San Isidro (cf. F. Collantes de Teran, Tradiciones 
religiosas. La Capilla de Escala en la Santa Metropolitana y Patriarcal Iglesia 
de Sevilla, Sevilla, 1870, p. 111 and App. p. 21). Among the reproductions made 
about 1860 under the direction of D. José Sancho Rayén, there is one of the justas 
of 1548; and one was at least begun of the justas of 1531, of which an unfinished 
proof is kept in the Biblioteca Nacional, Varios, ca. 268, niim. 24. 
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that the first contest would naturally be dedicated to the Virgin 
Mary; but nevertheless there is room for doubt. Again, even if it 
were proved, as Menéndez y Pelayo assumed, that all of the con- 
tests were held in the presence of “‘Cardinal’”’ D. Alonso Manrique, 
they could still have occurred as early as May 13, 1524, when D. 
Alonso was elevated to the cardinalate.* Evidently, nothing short 
of certainty concerning the date on which the first justa was held 
would make clear how much, or how little, is implied by the position 
of Torres Naharro’s verses in the Cancionero; and only if that date 
were 1529 or 1530 could the verses be placed in that year and might 
their author be supposed to be living when they were entered for 
competition. 

There is exact evidence concerning the foundation which was in 
charge of the justas. By two Bulls of Pope Leo the Tenth, dated 
October 19, 1521 and November 26, 1523, five vacant benefits were 
attached to the new Capilla de Nuestra Sefiora y doce Apéstoles in 
the Cathedral of Seville, and power was delegated to D. Baltasar 
del Rfo, bishop of Scalas, to draw up the statutes of a cofradia y 
hermandad composed of clerics and laymen, and centering in the 
said chapel. The corporate income was to be used, in large part, 
to buy wheat cheaply and store it until needed by the poor, in order 
that a repetition of the famine of 1521, in which fifty thousand 
persons were said to have perished, might be forestalled. The 
estatutos, which we know only from a print of 1563, further provide 
that the cofradta shall hold the justas with which we are concerned.® 

From this, to be sure, we can deduce a terminus a quo: the justas 
cannot have been earlier than the end of 1523, but the date on which 
the first justa was actually held still escapes us.!° 

Let us turn now to Menéndez y Pelayo’s inference tending to 
show that Torres Naharro, living in 1529 or 1530, had died before 
1531. It is based on the observation that ‘‘almost all” the poets 
who competed with Torres Naharro took part in later contests, 
while Torres Naharro did not. It might be asked why Torres 
Naharro, or anyone, having contributed once, should necessarily 

* Cf. Gams, Series episcoporum ecclesiae catholicae, Ratisbonae, 1873, p. 73; 
Ortiz de Zifiiga, Anales de Sevilla, ITI, 334. In fact, only the justa of St. John 
the Baptist (1532) expressly mentions the cardinal, although that of St. John 
the Evangelist (1531) and the last page of that of 1534 show the cardinal’s hat. 

* Cf. Collantes de Teran, l.c., pp. 7, 33. For the justas specifically, pp. 28 f., 
91 f.; Apéndice, 17 ff. 

10 Sr. Bermudez Plata, Chief Librarian of the University Library in Seville, 


has attempted recently to find further evidence in the Cathedral Archives, but 
hag not, so far, met with any success. 
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participate the following year, or ever after? Moreover, on checking 
the lists, it appears that among the numerous successful partici- 
pants in the justas from 1531 to 1534, only two, the “bachiller 
Céspedes” and Andrés de Quebedo, had also been represented in the 
justa of the Virgin, in which Torres Naharro took part. Does it 
mean that the other ten known competitors of that justa all died 
before 1531? This is hard to believe, although not quite easy 
to disprove, for these competitors, far from being always men of 
note, whose records might have endured, were more often obscure, 
unpretentious rhymesters, moved to participation by an im- 
pulse of piety rather than ability, or even ambition, to distinguish 
themselves." Few of them have left a name elsewhere, and of those 
associated with Torres Naharro perhaps only two, the mathema- 
tician Felipe Guillén and the humanist Pedro Fernandez,” both 
men of some mark, were living, the former surely, the latter prob- 
ably, in the year 1531. 

If Alfonso Hernandez, another competitor, may be identified as 
the Sevillian scribbler who, in Rome, at one time, shared with 
Torres Naharro the protection of Cardinal Bernardino de Carvajal * 
there would be an instance of a competitor in absentia, for Hernandez 
died before the publication of his Historia Parthenopea, which saw 
the light late in 1516. Indeed, the idea of a contribution in ab- 
sentia, although advanced here as the merest guess, might apply not 
only to Herndndez, but to his presumed enemy Torres Naharro as 
well, and there is really no reason to assume that the latter returned 
to Spain at any time in his old age. May we not suppose that both 
Torres Naharro and Herndndez became acquainted with Baltasar 
del Rio when, as a humble apostolic protonotary like Hernandez, 
and residing in Rome at least in 1513, the future bishop of Scalas 
was perhaps already planning his devout foundation and enlisting 
his literary friends for the first justa poética? All this would at 
least go to prove that Menéndez y Pelayo’s deductions, while not 

“In fact the text of 1542, in a truly medieval spirit, expressly deprecates all 
spirit of individual pride: “las oraciones y metros no se imprimen por ser mucha 
cosa: y no comun a todos’”’ (fol. Aiij ro.). And the contributions, not a few of 
them anonymous, are purposely printed regardless of the order of their possible 
merit. 

1 Cf. Méndez Bejarano, Diccionario de escritores y oradores naturales de 
Sevilla, Sevilla, 1922-1925, I, 289 and 197. Pedro Nifiez Delgado dedicated 
his Expositio threnorum, 1530, to Ferndndez. For Guillén, who died in 1561, ef. 
also Espasa, s.v. 

8 Cf. Propalladia, Cap. V,1.6f. The point will be taken up in my forth- 
coming edition of Torres Naharro. 
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necessarily wrong, may quite fairly be questioned. It now remains 
to be shown that certain positive evidence exists which seems to 
point to an earlier date. 

On the last page of the undated suelta of the Comedia Aquilana, 
probably the product of an Italian press, the Spanish proofreader 
Hernando Merino felt urged to print three stanzas of wretched 
arte mayor, no doubt of his own vintage, in praise of Torres Naharro. 
Merino declares: 


fue prima (sic) el autor de nuestro hablar 

y aqui mas facecias que en neuio y plauton 
aqui la elegancia del gran ciceron 

y espejo de amores tu puedes hallar 


Mas hizo atajandonos estos primores 

la notua hidehereba decima otaua 

si lachesis tuerce y clotos sacaua 

que antropus cortase su uida en dolores. . . . 


Merino, a Spaniard from Béjar del Castafiar, author of a poem in 
fulsome praise of Giuliano de’ Medici,“ in these last lines evidently 
tried to say, as obscurely as possible, that Torres Naharro was dead, 


and perhaps that he had died painfully.» Unfortunately the print 
cannot be dated, nor do we know the date of Merino’s own passing, 
either of which would at least yield a terminus ad quem, if no more. 

At this juncture, and pending further information on Hernando 
Merino, we may resort to internal evidence. The undated suelta 
contains a version of the Aquilana manifestly older than the version 
included, for the first time, in the Propalladia of 1524, and it is 
perhaps unlikely that Merino should have followed the older version, 
if what seemed to be the author’s corrected text had been available. 


44 Giuliano was mentioned in Torres Naharro’s second sonnet. Merino’s 
lucubration, Las Julianas, of which Fernén Colén bought a copy in November, 
1515 (Registrum nr. 2795), was reproduced in 1902 by the Hispanic Society of 
America. 

46 Whatever may be the meaning, or the correct spelling, of notua (possibly a 
misprint for nocua, the hasp of the ¢ is rather short), there is no doubt that la 
hidehereba decima otaua is Dee th, eighteenth of the twenty-one children of Erebus 
and his sister Nox (cf. Boccaccio, Genealogia deorum, Vincentiae, 1487, fol. x ro.; 
in Betussi’s translation, Venetia, 1585, fol. 16 vo.). The accentuation Erébo is 
general in Spanish (cf. Toro y Gisbert, Ortologia, p. 167f.). As to the form 
Antropus for Atropos, cf. Garci Sénchez de Badajoz (in Cancionero de Juan 
Ferndndez de Constantina, Madrid, 1914, p. 213): awre (sic) de cortar el hilo/ 
ante que Antropus la (sic) corte. For the unusual accent on the penult, cf. Encina, 
Cancionero, 1496, fol. lxiij ro.: Cléto tiene del nacer/ Ldquesis tiene tomados/ dela 
vida los cuydados/ y Antrépos del fenecer (the accents appear in the original). 
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This would place the suelia between the publication of the two 
Propalladias of Naples 1517 and 1524 (February 15), or such time 
after the latter date as was necessary to make the corrected Aquilana 
generally available. On the other hand, the peculiarities of the text 
of 1524 suggest that its printing was not supervised by the author, 
either because he was absent, or possibly, because he was dead. 
All of which would lead us to suggest the middle or the end of 1524 
as aterminus ad quem. As for the terminus a quo, if Torres Naharro 
really saw the performance of Bibbiena’s Calandria before Leo the 
Tenth in 1518, as seems indicated by certain borrowings from this 
play in the Calamita, it is possible that he returned to Rome after 
1517; and from traces of Ariosto’s Suppositi in the Aquilana one 
might conclude, indeed, that he was still there, living, in 1519- 
1520." 

Since the justas could not have been held before the end of 1523, 
when the second foundation bull was issued, it would seem neces- 
sary to conclude that Torres Naharro could hardly have died before 
1524, at least if his contribution was not sent in absentia, or had 
not been in bishop del Rfo’s possession beforehand. To be sure, 
if that had been the case, the dramatist might have died as early 
as 1520, as Da. Carolina Michaélis believed. Otherwise, if we may 
disregard Menéndez y Pelayo’s hypothesis, such evidence as can be 
mustered for the present would point to the year 1524, or not very 
long thereafter. 


JoserH E. GILuer 
Bryn Mawr College 


1% Cf. Mazzei, Contributo allo studio delle fonti italiane del teatro di Juan del 
Enzina e Torres Naharro, Lucca, 1922, pp. 111, 115. 





RECENT RESEARCH ON THE MODERNISTA POETS 


VER since the importance of the Modernista movement has 
been recognized, there has been a steady accumulation of books 
and articles bearing upon this subject. From the beginning atten- 
tion has been chiefly concentrated upon Rubén Darfo; the minor 
figures in the movement, important as some of them are, have been 
largely neglected. As regards Darfo, the material so far accumu- 
lated falls more or less definitely into the following three categories: 
a) Biography. For the most part this consists of anecdotes 
related in popular form by some personal acquaintance of Darfo, 
without the slightest intention of contributing to an understanding 
of his poetry. The small amount of serious biography so far pro- 
duced has usually taken as a starting point the poet’s own Auto- 
biografia,: which is notoriously unreliable. Until now, no system- 
atic attempt has been made to verify biographical data by reference 
to original documents. 

b) Permanently edited works of Darfo. The first collection of 
Obras, the Mundo Latino, 1917-1919, consisted of twenty-two 
volumes. This presumably included all of the material known at 
that time which was considered of high value. Since then, how- 
ever, an enormous amount of other material has been collected. 
The greater part of it has been included in a second series of Obras, 
known as the Biblioteca Rubén Dario, published by Fernando Fe, 
Madrid. The volumes so far published number twenty-one. Of 
these, several are reprints from the Mundo Latino edition, but for 
the most part the material is new. A third series, entitled Obras 
Rubén Darfo hijo, consists almost entirely of reprints from the 
Mundo Latino edition. Only a few volumes have so far appeared. 
Aside from the above, a number of volum~- of supposed inédita have 
been published, which overlap heavily upon each other and upon the 
different series of Obras above mentioned. Almost in its entirety 
this mass of material is badly edited. Errors and misprints abound. 
The present writer has found on a single page as many as fourteen 
differences between the text of the Mundo Latino edition of Azul 
and that of the edition of 1890. In most cases the Mundo Latino 
was apparently at fault. To make the matter worse, the later 

1 Obras, Mundo Latino, Madrid, Vol. 15. 
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Obras reprint Azul as it appears in the Mundo Latino, errors in- 
cluded. Some of the earlier independent editions have a much more 
correct text, but they are unobtainable. Similar conditions exist 
with regard to other volumes, as Prosas profanas, Cantos de vida y 
esperanza, etc. Chronology is at least equally faulty. No edition 
of any work exists in which the time of composition of individual 
poems is indicated, except the very rare cases in which the poet 
himself had indicated it at the time of first publication. In almost 
all cases, the volumes have been put together with little or no 
thought of chronology, and compositions of widely different periods 
appear side by side. 

c) Critical commentary. It goes without saying that a con- 
siderable amount of good critical material has been produced, 
though it constitutes a very small fraction of the whole. Research 
based on faulty texts and incorrect ideas of chronology could hardly 
be highly efficient. It is remarkable, considering the facilities 
available, that the quality of the critical studies made has not been 
lower. 

Research has, however, been hampered by other things than 
lack of suitable materials. In many respects, investigators have 
failed to understand the nature of their problem. As regards the 
study of sources, for example, it has been realized from the beginning 
that Darfo’s method of procedure was eclectic in the broadest sense. 
From the time of Valera’s Cartas regarding Azul to the present day, 
however, there has been a consistent tendency to make general 
statements regarding sources rather than to undertake the long 
and arduous investigation which their accurate determination 
necessarily entails. 

Again, investigators have largely failed to recognize the ex- 
tremely technical character of many innovations introduced by the 
Modernists. Darfo and others studied with extraordinary sagacity 
procedures which they observed either in foreign literatures or in 
the earlier periods of Spanish, and recombined and adapted them in 
such a way as to form an apparently new product. In practically 
all cases, the procedure in question has never been adequately 
studied, and often not studied at all, in the parent language. In 
fact, the technique used is generally so difficult to understand that 
new and special methods of research have had to be devised. 

Perhaps the most important case in point is that of analysis of 
style. It has long been recognized that the innovations of the 
Modernists were largely concerned with style, but the ideas of 
investigators on the subject have been extremely vague. Quite 
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recently, studies carried on chiefly in Germany, but also in France, 
have developed methods of research which promise to furnish a 
solution of this perplexing question. The titles of several will indi- 
cate the nature of the problems studied: Syndsthesie und Metapher in 
Verlaines Dichtungen; * Les synesthésies de l Ecole Symboliste;* Die 
Farbe als seelischer Ausdruck; * Stilstudien zu Leconte de Lisle; § Das 
Romantische und das Musikalische in der Lyrik Stéphane Mallarmés,® 
and L’Epithéte dans les Guvres de Victor Hugo." 

Incredible as it may seem to those who have made no detailed 
study of the problems involved in Modernism, the poets of the 
school made frequent use of all the elements of technique indicated 
above, and of many more. It will presumably be many years 
before the number and variety of such studies in the parent lan- 
guages will permit the explanation of all the technical phases of 
Modernism. 

If one looks over the studies on the Modernist poets produced 
within the last few years, it is apparent that few have made real 
progress toward solving the problems of Modernist research indi- 
cated above. The great majority have only contributed their 
quota to one of the older-type accumulations of material, or re- 
combined items of information already in existence. It is a re- 
markable fact that each of the three recent books which will be 
discussed in this article has made a most definite contribution to 
what may be called ‘‘new-type” research on Modernism. 

Ratl Silva Castro’s Obras desconocidas de Rubén Dario® is 
concerned with the poet’s residence in Chile, June 1886 to February 
1889. Unquestionably, it was the years in Chile which chiefly 
determined the direction Darfo’s artistic development was to take 
during the remainder of his life. It was there that he first became 
fully aware of what was going on in art and literature in other parts 
of the world, and determined to apply to Spanish the procedures 
observed. Sr. Silva Castro has extraordinary facilities for a study 
of this period. He is Director of the Section of Chilean Literature 
in the National Library at Santiago and has at his disposal all the 
files of newspapers and magazines published in Chile during Darfo’s 

* Walter Fleischer, Greifswald, 1911. 

* Victor Ségalen, Mercure de France, IV, April, 1902. 

* Georg Anschiitz, Hanover and Vienna, 1930. 

°G. A. Keiser, Halle, 1917. 

* Franz Rauhut, Hamburg, 1929. 

™M. E. I. Robertson, Paris, 1927. 

* Prensas de la Universidad de Chile, Santiago, 1934. 
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residence there. It is natural, then, that he should have contributed 
to Modernist research one of its most significant new developments: 
the systematic application to literary problems of information 
drawn from newspaper files. The work consists of three parts: 

a) A critical discussion of the life of Dario in Chile and of the 
four volumes of works published there: Abrojos (1887), Emelina 
(1887), Rimas (1887), and Azul (1888). 

b) A complete bibliography and chronology of all works con- 
cerned with the stay of Darfo in Chile, including books, articles and 
poems published by him during the period, as well as articles and 
books by other authors dealing with this period in his life. 

c) A reprinting in extenso of all material published by Darfo in 
Chile and never before collected in book form. 

In the section on biography, Sr. Silva has not undertaken a 
complete account of Darfo’s residence in Chile. He has examined, 
with painstaking care, the existing material on the period, and has 
rectified, by means of the files of periodicals at his command, the 
numerous errors found. For example, he finds that Darfo’s 
dramatic account * of writing a fine article in memory of Vicufia 
Mackenna, within the first twenty minutes after his boat landed at 
Valparaiso, was a pure fabrication. Both the death of the states- 
man and the writing of the article (a very mediocre one) had taken 
place months before. By the use of similar sources, the author 
establishes the facts regarding such other items as the identity of 
“C. A.,” whom Darfo met on his arrival at Santiago; the character 
of the ‘‘certamen”’ for which he and Poirier wrote the novel Emelina; 
how the poet divided his time between Santiago and Valparaiso, 
and the celebrated “article on sports” written for El Heraldo of 
Valparaiso. As a result of Sr. Silva’s investigation, we have for 
the first time a thoroughly documented and completely reliable 
account of this important period in Darfo’s life. 

Of even more importance is the section on bibliography and 
chronology. Never before have we known the dates of the first 
publication of the individual poems and bits of prose which made up 
the first edition of Azul. It so happens that every one of them 
appeared in the Chilean press before their appearance in book form 
July 30, 1888. Sr. Silva has tabulated for us, with unfailing ac- 
curacy, the name and date of issue of the periodical in which each 
first appeared. In many cases Sr. Silva is unable to give the date 
of actual composition. He does find, however, that in the period- 


* Autobiografia, p. 49. 
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icals many items bear the date of composition which are not so 
dated in the volume Azul. Thus both Anagke and Pensamiento de 
otofio, neither of which is dated in Azul, bear the date 1887. Since 
both were published early in February of that year, the indication 
is sufficiently exact. Chronological information on compositions 
other than those of Azul is equally satisfactory. 

The completeness of Sr. Silva’s bibliography is as satisfying as 
the light thrown on chronology. For the first time we have an 
absolutely exhaustive bibliography on a specific period of Darfo’s 
life. At least one of the compositions noted is only four lines in 
length, and presumably of no special value, yet it is catalogued with 
as scrupulous care as any other. The information on articles and 
books by other writers bearing on Darfo’s residence in Chile is as 
complete as that on the poet’s own works. In the last, and by far 
the longest, section of the book, Sr. Silva has reprinted in full all of 
Darfo’s compositions listed in the section on bibliography which 
have not already appeared in book form. One regrets that he has 
not found space for a similar reprint of the unedited critical articles 
on Darfo listed in his bibliography. This would have made ac- 
cessible to investigators '° this very extensive body of information, 
which is now available only in Santiago. 

A second important work which has appeared within the year 
is Arturo Marasso’s Rubén Darto y su creacién poética™ If in Sr. 
Silva we have found an investigator chiefly concerned with bibliog- 
raphy and chronology, we find in Sr. Marasso one interested in the 
exact determination of sources. The work therefore deals with a 
type of research on Darfo which has been much neglected. Another 
item of novelty is the fact that he deals almost exclusively with the 
sources of ideas or subject matter. He is little concerned with 
technique. Taking up each of the most important compositions 
of the poet in a separate article, the author believes he finds in 
practically all evidence of the same habit of mind on the part of 
Darfo. That is, he habitually derived the general concept for a 
given composition from a single source. This initial concept was 
then progressively modified by apportations from other sources, 
until the finished product appeared wholly original. The sources 
found are of the most incredible number and variety. In his discus- 

1° During a recent visit to Chile the present writer made Leica copies of all 
the material, of every sort, listed by Sr. Silva, as well as of many other writings 
of critical value. This certainly constitutes the only file of these documents 


which exists outside of Chile. 
" La Plata, Argentina, 1934. 
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sion of El reino interior, for example, Sr. Marasso indicates that the 
poet has drawn from such diverse sources as certain Old Spanish 
poems, at least two paintings, conventional designs on mediaeval 
“books of Hours,” poems by E. A. Poe and several different French 
authors, Fra Domenico Cavalca’s Lives of the Saints and Paul 
Adam’s Petit Glossaire of terms used by the Symbolist poets. Sr. 
Marasso’s contribution is unique in that he indicates specific 
sources. Unlike most of his predecessors in his field he never 
generalizes. 

Perhaps the most important of all the contributions made by 
Sr. Marasso is the positive identification as sources of a limited 
number of extensive works. The most important of these he lists 
as follows: Cipriano de Valera’s translation of the Bible; René 
Ménard’s La Mythologie dans V’art ancien et moderne, Paris, 1878; 
Edouard Schuré’s Les Grands Initiés, esquisse de l’histoire secréte des 
religions, Paris, 1889, and Bardibar’s translation of Anacreon. In 
most of these cases the evidence is built up bit by bit, from the 
constantly recurring use of ideas and expressions drawn from these 
sources. Many other works are indicated but their influence is 
less satisfactorily proved. As regards the type of sources from which 
Darfo habitually drew, Sr. Marasso is practically the first to have 
called attention to his researches into occultism, chiefly character- 
istic of the Buenos Aires period, and (in anything but the most 
general way) to the influence of graphic and plastic art. 

One chief defect in Sr. Marasso’s work is the very abundance of 
the suggestions presented. He constantly tends to present a com- 
plete history, in universal literature and art, of a given conception 
or expression found in Darfo. The cases presented are so numerous 
that it becomes impossible to determine which of them was the 
poet’s real source. In fact the investigator himself rather rarely 
hazards an opinion on this point. It would seem obvious that he 
should have worked backward, so to speak, examining first Darfo’s 
immediate literary ancestors, who were, presumably, contemporary 
French and earlier Spanish. If these explain all, he should go no 
further. Additional citations only confuse the issue. Not infre- 
quently sources are cited which could not possibly have influenced 
Darfo. For example, in discussing possible Spanish models for the 
poet’s sonnets in alexandrines, he mentions Pedro de Espinosa’s 
Como el triste piloto . . ., and Pedro Hurtado de la Vera’s Heraclio. 
Neither of these, according to Sr. Marasso’s own statement, were 
in print in 1888, the date of composition of Darfo’s first sonnets of 
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this character. In other cases sources are cited which Darfo, in his 
articles on his own technique, has specifically said he did not know 
at the time in question. Certainly no useful purpose can be served 
by introducing totally extraneous material. 

Whatever the weaknesses of the work may be, Sr. Marasso has 
identified beyond question a considerable number of specific sources 
and has accumulated a vast amount of data from which he or other 
investigators may later draw much further information. 

More significant, perhaps, than either of the studies just dis- 
cussed, is Y. Pino Saavedra’s La poesta de Julio Herrera y Reissig: 
sus temas y su estilo." This because it marks a totally new trend 
in the study of the Modernista poets. It applies to them, for the 
first time, procedures for the analysis of literary style which are now 
in process of development in Europe, particularly in Germany. 
Sr. Pino has had excellent opportunities for studying the methods in 
question. During the years 1925 to 1931 he was a Reader in the 
department of Spanish in the University of Hamburg, at the same 
time carrying on advanced studies in linguistics. One judges from 
certain statements made that the study under consideration is the 
author’s doctoral dissertation, prepared under the direction of 
Professors Kiichler, Kriiger and Petsch. 

Some idea of the nature of the analyses made can be gathered 
from the subtitles of the portion of the study devoted to style: 
“Los colores,” ‘Los sonidos,’ ‘‘Las sinestesias,” “‘El epfteto,”’ 
“La metdfora,” “‘La vivificacién y personificacién.”” The author 
himself states that this is the first time any detailed study of style, 
from any standpoint, has been made on a modern Spanish poet; 
that his study on the epithet has only one precedent in the language, 
and that his work on synaesthesia is completely new in Spanish. 

The sort of study produced by Sr. Pino has been determined, 
against his will, by the conditions just mentioned. As he himself 
remarks, it would have been desirable to compare the stylistic 
peculiarities of Herrera y Reissig with those of earlier writers, 
particularly those of Spain and Spanish America. This, however, 
was impossible because of the lack of investigations which might 
serve as a basis of comparison. He has been compelled, then, to 
prepare an isolated study, unique in its field, depending for its 
methodology on already existing investigations prepared in German 
or French universities. 

Our author appears inconsistent at this point. Since studies of 
the same type as his are admittedly so rare, it would seem obviously 

12 Prensas de la Universidad de Chile, Santiago, 1932. 





54 HISPANIC REVIEW 


desirable that he relate his own to them as closely as possible. For 
example, the most complete existing study of the epithet as an 
element of style is M. E. I. Robertson’s L’Epithéte dans les uvres 
de Victor Hugo. The establishment of a basis of comparison be- 
tween his own research on the epithet and that of Miss Robertson 
would be of unusual interest, since there is certainly a definite 
connection between Hugo and the Modernists. Sr. Pino appears, 
however, to have ignored this opportunity. Whereas Miss Robert- 
son’s analysis is so exhaustive that she presents between 250 and 
300 different uses of the epithet, he reduces this number to ten. 
Evidently then he presents in each of his categories epithets of such 
diverse character that effective comparison of his results with those 
of the earlier work is impossible. 

Because of its isolation, then, Sr. Pino’s study, while of con- 
siderable present interest as an analysis of the work of Herrera y 
Reissig, is of value chiefly as indicating a future trend in Modernist 
research. 

To sum up the entire discussion, there have recently appeared 
three studies on the Modernists which are of very exceptional 
interest. Concerned with very dissimilar fields, each represents 
the greatest advancement yet made in its own department of study. 
Still more important, each introduces a new type of approach to 
the problems of Modernist technique and literary affiliation, the 
full complexity of which is only beginning to be recognized. 

E. K. Mapes 

University of Iowa 





TIRSO’S SELF-PLAGIARISM IN PLOT 


OST of the major dramatists of the Siglo de oro plagiarized 

themselves;! Tirso was no exception to the rule. Several 
instances of such self-plagiarism have been pointed out by Sefior 
Cotarelo. The first scene of Las quinas de Portugal was taken 
almost unchanged from the first scene of Los lagos de San Vicente.? 
La celosa de si misma has a scene very similar to one in La villana 
de la Sagra.* Cautela contra cautela, which was first published in 
Tirso’s much-discussed Segunda Parte, and which, in Cotarelo’s 
opinion, was probably composed in collaboration with Alarcén,‘ is 
very similar to El amor y el amistad in “todo el primer acto y parte 
del segundo . . . en el fondo y manera de desarrollar las escenas.”’ ® 


1 Cf. a similar statement by Prof. C. E. Anibal in his “Observations on the 
Estrella de Sevilla,’” Hispanic Review, II, 24. 

2 Cf. Emilio Cotarelo y Mori, Comedias de Tirso de Molina, II (inthe N.B.A.E., 
IX), xxvi a. Los lagos de San Vicente, undated by Cotarelo, but based, he says, 


on Padre Ariz’s Historia de Avila, published in 1607, was probably written in 1608 
orsoon thereafter. Tirso on at least one other occasion wrote a comedia, the Santa 
Juana, Primera Parte, only a year after the appearance of its source—see my 
article on the play in Modern Language Notes, XLIX, 13-18—and it is probable 
that Los lagos was composed under like conditions. Las quinas de Portugal, 
accepted as autograph heretofore by the major cataloguers of the comedia, is really 
not autograph, as I shall show in a forthcoming article; its date, 1638, therefore, 
is incorrect. It was, however, probably written as late as 1629, so that its first 
scene is a plagiarism of Los lagos, rather than a source for the latter play. 

* Cf. Cotarelo, Investigaciones biobibliogrdficas, Madrid, 1893, p. 153. Cota- 
relo does not identify the scenes; they are the twelfth of Act III of La villana 
(B.A.E., V, 323) and the eighteenth of Act III of La celosa (B.A.E., V, 147). 

La celosa is dated doubtfully by Cotarelo as of 1607 in his ]nvestigaciones, 
p. 153, and is placed in Tirso’s “primera época”’ in his Comedias de T’., II, xxi b. 
La villana was composed in 1606 (ibid., xliii). 

‘ This suggestion was made earlier by Ferndndez-Guerra, and was accepted 
by Hartzenbusch; cf. Cotarelo, op. cit., xii a. F. Robles Dégano (Ortologia 
clasica de la lengua castellana, Madrid, 1905, p. 21) thought that Cautela contra 
cautela is not Tirso’s because it reveals an orthology different from others of his 
plays. Prof. Anibal has called to my attention the fact that the Cautela is at- 
tributed to Mira in the Parma manuscript of the play. 

* Cotarelo, Comedias de T., II, xiia. In the Investigaciones (p. 159) Cotarelo 
dated the Cautela as of 1619, but did not date it in the later Comedias de T. He 
does say there, however (II, xii), that the play is “una especie de refundicién”’ of 
El amor y el amistad; if this statement is true, the plagiarism is placed in the 
Cautela. El amor has never been dated. 
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Esto st que es negociar is so much like El melancélico that it is prob- 
ably a refundicién of it: scenes 2, 8, 9 and 10 of Act II of the former 
are almost exactly the same as scenes 3, 6, 7 and 8 of Act II of the 
other play, and there are other more minor similarities. Again, 
it has been remarked that El drbol del mejor fruto and La ventura 
con el nombre have the same plot. This is true to the extent that 
the major action of both plays revolves about the same dramatic 
situation. The plays differ in details, however.’ 

There are two major reasons why Tirso made subsequent use 
of plot-material which he had developed previously. In the first 
place, even his unusual inventive genius could not on every occasion 
provide absolutely new material. Again, he seems to have been 
reluctant to plagiarize material from other playwrights. There 
may be quoted in this connection a passage from La ventura con el 
nombre (B.A.E., V, 537 b) which contains a statement of what 
might be termed his anti-plagiaristic creed: 


Tirso. Si salgo desta marajfia, 
he de her una comedia. 
Corsin. A vos nunca os faltan trazas. 
Trrso. No las hurto como algunos 
que a la postre se silbatan. 


As pointed out by Hartzenbusch in a footnote to the passage, 
the rustic Tirso is here a mouthpiece for his illustrious creator. 
The sense of the passage would seem to permit the conclusion that 
Tirso’s refusal to take others’ plots applies only to those developed 
by writers of the comedia and not to those originated by the authors 
of other genres. This interpretation is in line with the well-known 
fact that Tirso did make use of historical sources, of saints’ biogra- 
phies and of short stories. As an example of his dramatization of 
historical material—we are not concerned here with the fidelity 


* Cotarelo, Comedias de T., II, xxi b. On p. xxviii b, Cotarelo suggests that 
Esto si may have been written in part by another author, thus contradicting his 
belief on p. xxi a that the comedia, although first published in the Segunda Parte, 
belongs only to Tirso. Cotarelo’s contradictory statements are not the only 
confusing material on the plays: in the Investigaciones (p. 160) there is a statement 
that Esto si was first produced between 1614 and 1623, and it is probable that the 
first production came soon after the composition date. And yet El melancélico 
has been dated with apparent accuracy as of 1611 (Comedias, II, xxviii a); if 
Esto st is really a refundicién of it, there results a confusion of data which needs 
clarification. It is obviously impossible to determine which play plagiarized 
the other until the correct dates are known. 

™ The dates of both plays are unknown, so we are unable to say which plagia- 
rized the other. 
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with which he followed his sources in detail—we may mention 
La prudencia en la mujer, or Las quinas de Portugal, or the Pizarro 
trilogy. The three Santa Juana plays offer an example of his 
dramatization of saints’ lives. As for his use of short story plots, 
Cotarelo has noted * that Tirso based his Palabras y plumas on a 
tale by Boccaccio; a study of the tale and its dramatizations, says 
Cotarelo, can be found in an edition of Lope’s Halcén de Federico, 
by Rudolf Anschutz (1892). Cotarelo has suggested ® that Zl 
honroso atrevimiento must have been based on an Italian original. 
He does not name the original, but it may be presumed to have been 
a novella. Again, Quien da luego, da dos veces has the theme of 
Cervantes’ La sefiora Cornelia, of which Cotarelo ' believes it to 
have been a direct dramatization." 

The following instances of self-plagiarism, of relatively minor 
importance, have heretofore not been commented on. 

The first concerns the use, in at least three different comedias, 
of one and the same situation, which differs only in details in the 
three forms of its development. The plays are Por el sdétano y el 
torno, Los balcones de Madrid and En Madrid y en una casa.” 

In Por el sétano, Josefa visits the room of Duarte, her lover. 


Her sister finds her there, and although Josefa speaks Portuguese 
in an attempt to conceal her identity, the sister is convinced that 
it is she.* The sister hastens home to see if Josefa might after all 
be there. Josefa speeds back to her room through a breach in the 


8 Comedias de T., II, xxx b. 

® Tbid., xxiv a. 

10 Tbid., xxxiii b. 

1 In spite of Tirso’s assertion in the Ventura passage that he did not steal 
from other playwrights, we cannot be entirely certain that he may not on occasion 
have had recourse, consciously or unconsciously, to their plot-material. And 
indeed there seems to be at least one comedia the plot of which may have been 
stolen. Sefior R. Menéndez Pidal and Sefiora Maria Goyri de Menéndez Pidal, in 
their edition of Vélez’s Serrana de la Vera (in T.A.E., I, 147-149), express the belief 
that Tirso’s Ninfa del cielo was plagiarized from the Vélez play and from Lope’s 
Serrana. But inasmuch as the Ninfa may not be Tirso’s play—a suggestion made 
by Restori in Zt. rom. Philol., XXX, 487, and called to my attention by Prof. 
Morley’s review of the Pidal edition in Hispania, I, 186—it is unfair to say defi- 
nitely that Tirso was guilty of plagiarism in this instance. 

2 Cotarelo has dated Por el sétano as of 1622 (Comedias de T., II, xxxi) and 
Los balcones 1624 (v a); the latter date is, however, doubtful. En Madrid has 
not been dated. 

18 Marta la Piadosa, written in 1614 (Cotarelo, op. cit., xxvii a), has a scene in 
which the gracioso speaks and pretends to be Portuguese in order to mislead 
another character of the play (8.A.Z., V, 460 b). 
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wall which separates the cellars of her own house and that of 
Duarte. When the sister arrives at Josefa’s room, she is puzzled 
at finding her there. 

In Los baleones de Madrid, Elisa talks with Juan, her lover, in 
the latter’s apartment. She is surprised there by her father, who, 
although he does not expect to find her there, nevertheless suspects 
her identity in spite of the fact that she is veiled. He rushes back 
to her rooms to see if she is absent from them. Elisa hastily returns 
home via a plank laid between the balconies of her own house and 
that in which Juan is staying. Her father is mystified at finding 
her at home.'® 

In En Madrid y en una casa, Manuela occupies an apartment 
situated just above that of Gabriel, the man she hopes to marry. 
She learns that a trap-door connects the two. She sends her maid- 
servant through it to take Gabriel various gifts. The servant does 
not disclose her manner of entrance, and Gabriel’s servant is 
puzzled at her appearance. Later Manuela and a girl-friend enter 
by the same way, veiled. In order to check on his suspicions as to 
their identity, Gabriel goes upstairs to see if the ladies he suspects 
them to be are after all in their own rooms. He discovers them 
there, to his bewilderment; they had of course returned through 
the trap-door.* 

Although I have assumed that the above three plays came from 
Tirso’s pen, the last two are really of more or less doubtful author- 
ship. Prof. Morley has questioned their authenticity because their 
versification varies from that in most of Tirso’s plays.’”? Cotarelo 
thinks that En Madrid was written in part by another playwright." 
The use of the same trap-door device in the two plays does not of 
course prove a common authorship. Nor does the similarity of the 
device to that in the unquestionably authentic Por el sétano™ 
establish a common paternity for this comedia and either of the 
other two. Until the definite authorship of Los balcones and En 

% Act ITI, scenes xv—xix (B.A.E., V, 245-246). 

16 Act ITI, scenes xi-xv (B.A.E., V, 567-569). 

16 Act III, scenes iv—xi (B.A.E., V, 551-555). 

17 §. Griswold Morley, “El uso de las combinaciones métricas en las comedias 
de T. de Molina,” Bul. Hisp., XVI, 184-185. 

18 Comedias de T., II, xx b. 

18 There is no valid reason to doubt that Tirso wrote Por el sétano; the last 
stanza says he did, and furthermore the entire comedia betrays those character- 
istics usually associated with him. 

Tirso used the torno in Amar por sefias, Act I, sc. ix; Act III, sc. xxv (B.A.Z.., 
V, 465, 480). 
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Madrid may be established, we may therefore not say with certainty 
that the plagiarism in them was committed by Tirso. 

Another example of self-plagiarism concerns a comic episode in 
scene one of Los lagos de San Vicente—as well as in the first scene 
of Las quinas de Portugal—and the same episode, changed somewhat 
in detail, in Act III, scene ii of La ventura con el nombre. In Los 
lagos,”° the rustic Pascual is amazed at Fernando’s gloves; he thinks 
that they are the gallant’s skin, and is astonished that the hands 
do not bleed when the “skin” is removed. In La ventura,” the 
rustic Bal6n thinks that the gilt chapines on Basilisa’s feet are her 
skin, and stands amazed with wonder when she removes one of 
them to prove that they are not part of her. 

That Tirso’s great fund of comedy was not inexhaustible is 
further shown by the necessity in which he found himself of using 
at least twice another comic situation. In El amor y el amistad, 
the gracioso Gilote is lowered through a chimney to a prison-room 
in which his master is confined; his fright and his sooty condition 
at the conclusion of his descent furnish considerable humor.” In 
Amar por sefias an exactly similar episode is developed.” 

A device which aids plot-development and which is an index 
of Tirso’s ingenuity in verse construction was used in Amor y celos 
hacen discretos, in Quien calla, otorga and in Amar por arte mayor. 
In the first-named play,** the Duquesa sends a letter by Pedro to 
Carlos. Both men love her, but she loves only Pedro. The letter 
contains a sonnet which, when read as a whole, confesses love for 
Carlos. But when the last eight syllables of each line are read, 
a statement of affection for Pedro results. 

Quien calla, otorga, Act III, scene xvi,** contains a letter of eight 
twelve-syllabled lines, with a caesura after the sixth syllable. The 
letter is of triple meaning. Taken as a whole, it may be read as a 
protestation of love from Aurora to Carlos. But when divided 
vertically into two equal parts, the left half tells Carlos that Aurora 
cannot love him, while the right half informs Aurora that Rodrigo, 
the writer of the letter, loves her. 

* Cotarelo, Comedias de T.., II, 28 a. 

31 B.A.E., V, 532. 

* Act III, se. xvi (B.A.£., V, 343). 

% Act I, sc. ix (B.A.E., V, 464). 

The “chimney” episode may not have been original with Tirso. Likewise, 
the other episodes pointed out in the preceding paragraphs, as well as those which 
are to follow, may have been borrowed by Tirso from other authors. If so, I am 
unable to indicate their source. 


* Act III, se. vii (B.A.EZ., V, 163-164). 
% B.A.E., V, 107. 
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In Amar por arte mayor, the device is developed to a still more 
ingenious and complicated degree. In Act III there are two letters, 
the first, in scene vii, of double meaning, the second, in scene ix, 
of triple meaning. The first letter is of twenty-four hendeca- 
syllabic verses. Read as a whole, it expresses the love of Elvira 
for Ordofio. But another more favored suitor, Lope, reads a 
hidden message to himself by removing the first three syllables of 
each line and taking the remainder as the message. The second 
letter is of thirty-two romance verses. In its entirety it expresses 
Lope’s love for Isabela. But another lady, Blanca, by reading 
only the first razén of every line (each razén ranges from three to 
five syllables), enjoys an assertion of Lope’s love for herself, And 
Elvira, the real lady of Lope’s desires, gains a warm statement of 
adoration for her own person by taking the first razén of every 
fourth line.?’ 

Two other instances of Tirso’s self-plagiarism deal with his use 
of material on the one hand in the prose part of the Cigarrales de 
Toledo, and on the other in two of his comedias. 

The first is quite minor. In the third chapter of the Cigarrales, 
Carrillo, the servant of the protagonist of the story, perpetrates a 
joke which is as follows: He and his master arrive at aninn. They 
discover that the inn-keeper’s wife is at the point of death because 
she cannot give birth to a child. The travelers cannot get food 
because of the disorganized condition of the service. The servant 
tells the inn-keeper that he knows an old recipe which will guarantee 
a delivery of the child. For the recipe he needs eggs, butter, wine, 
spices and various other ingredients. The inn-keeper, thinking 

* B.A.E., V, 438, 439. 

*? Tirso was naively proud of his ingenuity. Lope, as he contemplates the 
involved construction of the three-in-one letter, exclaims: ‘‘;En uno tres papeles!/ 
4Podra el ingenio humano/salir dellos airoso?’”” And after Elvira has read her 


own message from the triple letter, Bermudo, Lope’s servant, asks: “‘j;No es 
notable el triunvirato?” 

The date of Amar por arte mayor is not known. Quien calla, otorga has been 
dated 1613 by Cotarelo. (Comedias de T’., II, xxxiii.) Amor y celos hacen discretos 
is said by the same scholar (iii b) to have been produced in 1616, which would 
perhaps date it of that year or the preceding one. In both Quien calla and Amor 
y celos the letter device is characterized as being new (B.A.E., V, 107 b and 164). 
It seems probable that Amor y celos plagiarized Quien calla and that both were 
plagiarized by Amar por arte mayor, in which the device was most highly de- 
veloped. 

Calderén used a hidden message device—it was to be spoken rather than to 
be read, however—in his Secreto a voces, Act II, scenes vi-x (B.A.E., VII, 421-422). 
The date of the Secreto, an autograph play, is 1642. 

#8 Ed. Said Armesto, Madrid, 1914, pp. 179-184. 





TIRSO’S SELF-PLAGIARISM IN PLOT 61 


that the servant is acting in good faith, brings to the kitchen 
everything desired. There the servant, having closed the door, he 
says, in order to keep secret his recipe, prepares for his master a 
fine dinner, using the major ingredients provided. He slips the 
dinner upstairs, and his master dines sumptuously. With the 
egg-shells and other unused portions of the food, the servant makes 
a poultice, which he heats to a sizzling temperature, then carries 
to the landlady with the direction that it be placed on her abdomen. 
The pain caused by the hot poultice energizes the poor victim to a 
paroxysm of activity, and this brings forth the child. The servant 
is hailed as a worker of miracles. The inn-keeper prepares for him 
and his master a dinner of the best food he can find, and all ends 
happily for everyone concerned. 

This same burla was played in El castigo del penséque.*®* But 
here it is not a part of the plot; it is simply an anecdote recounted 
by Chinchilla, the lacayo. It is in much briefer form than in the 
Cigarrales, taking only thirty-six lines. Carrillo of the Cigarrales 
is now an unnamed penniless student, who writes a recipe for the 
suffering landlady in return for food for himself and his mule. 
The paper on which the recipe is written is sewed in a piece of silk 
and is then used only as an ensalmo. The landlady is delivered of 
her child, and the student’s ensalmo is given the credit for the 
happy outcome. The student departs. The landlady reads aloud 
the recipe, which causes merriment among the listeners: ‘‘Cene 
mi mula, y cene yo, / siquiera pdra, siquiera no.”’ 

It is again in chapter three of the Cigarrales that we find a 
novela, which, appearing almost unchanged as to plot, constitutes 
the entire first act of Desde Toledo a Madrid,® with the exception 

* Act I, se. iv (B.A.E., V, 71). 

El castigo was written in 1613 or 1614. (Cotarelo, op. cit., xib.) The date 
of the prose part of the Cigarrales is not definitely known, though it must be prior 
to 1621, the first publication date. It seems probable that the date was posterior 
to the El castigo date, which means that the play was plagiarized by the prose 


version of the anecdote. 

% B.A.E., V, 482-487. 

It is perhaps not inapropos here to correct a misstatement made about this 
play by both Hartzenbusch and Cotarelo. The former wrote: “. . . me parece 
que alguno retocé esta comedia y le quité algin buen pedazo hacia el fin, porque 
en el segundo acto conviene el galén con la dama en dejarse prender en llegando a 
Madrid, y tal prisién no se verifica ni excusa.” (B.A.H., V, xliii.) Sefior 
Cotarelo states: ‘“ Debe de faltar algo en el tercer acto, segin ya advirtié Hartzen- 
busch oportunamente, al incluirla en su tomo de Autores espafioles.”” (Op. cit., 
xvii.) On the contrary, the imprisonment of the galdn is taken care of perfectly 
in Act III, se. xii (B.A.Z., V, 499 a), where the dama, who had originally intended 
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of part of the contents of scene four. The novela consists of 
narrative of the adventures of Marco Antonio, a character of the 
third chapter of the Cigarrales; the narrative is given in the pro- 
tagonist’s own words. His complete story occupies pages 208-218 
in the Said Armesto edition of the Cigarrales," but only the material 
of pages 208-215 is utilized in the Desde Toledo play. Following 
page 215 of the Cigarrales, and beginning with the second act of 
the comedia, the plots diverge.” 

In order that the almost perfect sameness of the two versions of 
the story may be shown, I summarize them below, omitting minor 
coincidences of detail, as well as the very few minor differences, 
I omit also a recapitulation of most of the material of scene four of 
the play, since the major part of it is inserted into this act only to 
pave the way for the action of Acts IT and III. 


Cigarrales 


Marco Antonio is a young 
Italian of noble birth. He arrives 
in Barcelona after being forced to 
flee from his country as a result of 
having killed a man in a duel. 
One night, not long before dawn, 
while returning through a street of 
the city to his lodgings, he is 
attacked by two men who mistake 
him for another. He is forced to 
kill one of the men in self-defense. 
Fleeing from the ronda, he takes 
refuge in a house. He ascends to 
the roof, and passes from it to that 
of the house next door. De- 
scending to the upper floor, he 
enters a lighted bed-room. He 
closes the door behind him. He 





Desde Toledo .. . 


Don Baltasar is a young Cordo- 
van of noble birth. He has lived in 
Madrid for several years, but leaves 
the city for Toledo because of 
jealousy over the attentions of 
another man to his fiancée. Near 
dawn of the second day after his 
arrival, while returning through a 
street of the city to his lodgings, 
he is attacked by a man who mis- 
takes him for another. He is 
forced to kill the man in self- 
defense. Fleeing from the ronda, 
he takes refuge in a house. He 
ascends to the roof, and passes from 
it to that of the house next door. 
Descending to the upper floor, he 
enters a lighted bedroom. He 


a mock imprisonment but who now, because of jealousy, tells him she is in earnest 
about the matter, wants to subject her lover to a genuine incarceration. The 
third act, therefore, is complete, at least insofar as this item is concerned. 

* Preceding page 208 there is material which serves as an exposition to the 


story. 


It is told in the third person by don Juan de Salcedo, whose own adventures 


make up a great part of the long third chapter of the Cigarrales. Following page 
218 there is a “sequel” to Marco Antonio’s adventures, also told by don Juan. 
* It is probable that the novela of the Cigarrales plagiarized the play; the 
latter is not definitely dated, but is said by Cotarelo (op. cit., xvii a) to have been 
written originally in the early years of the seventeenth century and to have been 


retouched after June 8, 1625. 
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Cigarrales 


sees that the room is that of a 
wealthy young lady, as it is fur- 
nished luxuriously and there are 
feminine garments of exquisite 
workmanship lying about. He 
tries to return to the hall, but dis- 
covers that the door had locked 
when he closed it. 


Exhausted by his activities of 
the previous day and by the nerve- 
racking events of the night, he 
dozes on the bed. 


Dofia Estela, the daughter of 
the household, returns to her room 
after having ministered to her 
mother, who had been taken sud- 
denly ill. She dismisses her two 
servants at the door. The signifi- 
cance of the door’s being locked 
escapes her; she thinks it had been 
closed behind her when she had 
gone out of the room. She unlocks 
it and enters; she locks it again 
behind her. 


When she approaches the bed 


she sees Marco Antonio. She 
faints, and the fall extinguishes the 
candle inherhand. Marco Antonio 
partially awakens, and thinks that 


Desde Toledo... 


closes the door behind him. He 
sees that the room is that of a 
wealthy young lady, as it is fur- 
nished luxuriously, and there are 
feminine garments of exquisite 
workmanship lying about. He 
tries to return to the hall, but dis- 
covers that the door had locked 
when he closed it. He considers 
jumping from the window, but it is 
too high from the ground. 

Exhausted by the previous 
day’s travel and by the nerve- 
racking events of the night, he 
dozes on a chair at the head of the 
bed. 

Dofia Mayor, the daughter of 
the household, returns to her room 
after having ministered to her 
father, who had been taken sud- 
denly ill. She dismisses her serv- 
ant at the door. She wonders at 
the door’s being locked, but think- 
ing that the wind had closed it 
during her absence, unlocks it and 
enters; she locks it again behind her. 


At first she does not see don 
Baltasar. While she is preparing 
to return to bed, she soliloquizes 
on her approaching marriage. She 
is to be wed on the next day but 
one in Madrid, to which city she 
is to be taken on the morrow by 
her father and her fiancé. The 
wedding is not to her liking, as 
she does not love her betrothed 
and is marrying him only at her 
father’s behest. 

When she approaches the bed 
she sees don Baltasar. She faints, 
and the fall extinguishes the candle 
in her hand. Don Baltasar par- 
tially awakens and thinks that the 
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Cigarrales 
the form on the bed is that of the 
avenger of the man he had killed. 
But fully awakened, he perceives 
that it is a woman’s form. He 
attempts to escape through the 
door, but again finds it locked. 

Dofia Estela recovers. She ad- 
dresses him as “don Jorge,” her 
fiancé, and accuses him of wishing 
to anticipate their wedding-night. 
Marco Antonio, not wishing to 
frighten her still more by explaining 
at once that he is a stranger, assures 
her that he is here due to forces 
beyond his control and that he has 
no evil intentions. 

She takes the candle and lights 
it at the stairway. When she 
returns she is perturbed at seeing a 
stranger, but is easily reassured. 
Marco Antonio is struck by love at 
sight of her; she is also attracted to 
him. He tells her of his difficulty. 


In order to get him out of it, she 
brings a ladder from her brother’s 
room (the youth is away from 
home); Marco Antonio descends on 
the ladder to the street, and returns 
safely to his lodgings. 


Before noon he receives a letter 
(and also some gifts) from Estela; 
it asks him to see her at eleven 
o’clock mass. 


Desde Toledo ... 


form on the floor is of the man he 
had killed who comes to haunt him, 
But fully awakened, he perceives 
that it is a woman’s form. He 
attempts to escape through the 
door, but again finds it locked. 

Dofia Mayor recovers. She 
addresses him as “don Luis,” her 
fiancé, and accuses him of wishing 
to anticipate their wedding-night, 
Don Baltasar explains his identity 
and his predicament, and pleads 
for her help. She is convinced of his 
truthfulness. 


She takes the candle and lights 
it at the stairway. When she re- 
turns don Baltasar is struck by her 
beauty; she is likewise attracted 
to him. Their mutual admiration 
quickly develops into a strong 
passion. He is in despair when he 
learns of her approaching marriage. 

In order to get him out of his 
present difficulty, she puts him in 
the room of her absent brother. 
He is released a few hours later bya 
maid-servant, who tells him that 
her mistress loves him deeply, and 
suggests a possible way by which he 
may win dofia Mayor. He leaves 
the house, pretending to be one of 
the many guests who have now 
arrived to witness the betrothal 
ceremony of dofia Mayor and don 
Luis. 

Before noon he receives a letter 
from dofia Mayor, advising him of 
her undying affection. She asserts 
that her marriage will be her death, 
and hints that he might do some 
thing to prevent it. He determines 
to do so. 





TIRSO’S SELF-PLAGIARISM IN PLOT 65 


The above synopses show so clearly that the stories are one and 
the same that no further comment on this point seems necessary. 

It is perhaps surprising that a careful comparison of the language 
of the two versions reveals, with a very few minor exceptions, no 
similarities of phrase or expression. This might lead one to believe 
that several years elapsed between the writing of the two, and that 
Tirso composed the second of them—this was probably the prose 
version, as suggested in footnote 32—without rereading the first, 
being content merely to recall the story from memory.* Or 
perhaps he instinctively differentiated between his prose and his 
poetic styles even to the extent of making them dissimilar as regards 
phraseology. That the two styles are usually quite different is a 
fact too well known to need extensive comment, his verse being on 
the whole clear and direct, while his prose is often involved. The 
style of the Marco Antonio episode, however, is excellent; the 
novela is a model of concise and clear narration. Indeed, artistically 
the novela is superior to at least Act I of the comedia, which suffers 
from the too lengthy relacién which begins it. 

As regards the comparative order in which details of plot are 
presented in the two versions, it is enough to say that the order 
differs somewhat in the play from that in the novela; each version 
preserves the correct order for its own development of action. 

In conclusion, it seems safe to affirm, in view of the instances of 
self-plagiarism noted above—and there are no doubt others which 
have escaped my attention—that Tirso preferred to utilize his own 
plot-material for a second or third time rather than to borrow from 
that of other playwrights. No doubt his many lost plays would 
offer further evidence if they were available. It is possible, how- 
ever, that a careful study of his sources might show that he did 
take from others, perhaps on various occasions, in spite of his 
assertion to the contrary in the passage from La ventura con el 
nombre. 

GERALD E. Wapr 

University of Tennessee 

* There exists the possibility that Tirso’s self-plagiarism might have been a 
phase of the creative process of which he was unaware. The very close parallel 


between the Marco Antonio episode and its comedia version would seem, however, 
to militate against the possibility at least in this instance. 





VARIA 
“SIQUIERE” Y SUS VARIANTES 


Siquiere es una frase condicional de fndole impersonal que tenfa 
varias acepciones en el antiguo espafiol. De los usos de esta frase han 
tratado ya Gessner,! Hanssen,? Lanchetas* y otros. En cuanto a la 
morfologia poco se ha dicho, aunque Hanssen admite las variantes 
siquier y sysquiere. Réstanos afiadir que la forma refleja se encuentra 
muy & menudo en el antiguo idioma como se veré por los ejemplos que 
van a continuacién. Se trata, pues, de una cldusula condicional primi- 
tiva, si se quiere, cuyas partes componentes han sufrido con el tiempo 
varios cambios de acuerdo con determinadas leyes fonéticas y psicoldégicas, 

En primer lugar la reduccién de la frase original si se quiere a la 
etapa intermedia sysquiere, que encontramos en: 


Sysquiere de vasallos sysquiere de thesoro ¢ 
ha sido el resultado de la sincopa de la vocal dtona interna. La pérdida 
de la e posténica final del verbo querer es un fenémeno comin en el 
castellano antiguo, de manera que en muchos casos la forma verbal de 


la combinacién es la apocopada quier. 

Admite Meyer-Liibke * la dificultad de explicar el paso de esta 
segunda etapa a la forma siquier. Para aclarar este punto es necesario 
advertir que, empleada como conjuncién alternativa, la frase si se quiere 
perdié con el tiempo su primitiva significacién condicional y llegé 4 
adquirir un sentido puramente optativo. Asf pues que la conjuncidén s 
de la combinacién, habiendo perdido su significado, tuvo que caer, 
quedando en limpio la forma se quiere o sequier. La yod en el componente 
verbal trasformé el pronombre reflejo se a si, de donde resulté la forma 
siquier. 

No puede pues dudarse el sentido optativo del ejemplo, Sysquiere & 
vasallos sysquiere de thesoro, que citamos mds arriba. En otras palabras, 
el ejemplo podria decirse: Quiérase de vasallos, quiérase de thesoro. En 
las obras de Berceo, en el Fuero Juzgo y en otras obras del siglo trece 
abunda este tipo de ejemplo que venimos discutiendo: 


1 Das spanische indefinite Pronomen, en Zeitschrift fiir romanische Philologie, 
1895, XIX, 153 y sigts. 

2 Gramdtica histérica de la lengua castellana, Halle, 1913, 566. 

® Gramdtica y vocabulario de las obras de Berceo, Madrid, 1900, 710. 

‘ Libro de Alexandre, ed. Morel-Fatio, Dresden, 1906, 760b. La leccién del 
manuscrito de Madrid es: “Se quier de uasallos se quier de tesoro.” Véase ls 
edicién de Raymond S. Willis, Jr., Princeton University Press, 1934, 733b. 

5 Gram. des Lang. Rom., Paris, 1890-1906, II, 570. 
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Sj quier los sacrificios, seguier las prophecias ® 
Se quiere leyenda, si quiere el signar ” 
Sy quiere de caualleros sy qujere de peones * 

. 8i quier sea virgen, sequier viuda .. .* 


Merece notarse en estos ejemplos que la forma sequiere se halla muy a 
menudo al lado de siquiere, lo cual demuestra el cardcter vacilante que 
en aquella época tenfa esta expresién. Parece que a partir de la época 
del Rey Sabio nuestra frase se fij6 en la forma siquier casi exclusivamente. 

Empleada como adverbio la frase si se quiere ha tenido la misma 
evolucién que cuando se usa como conjuncién: 


Las uestimientas limpias que uiesten los prelados, 
sequiere las que uiesten los prestes ordenados, 
aquessas representan de los tiempos passados 
la carne de Cristo bien limpia de peccados.!® 


Siquiere luego muriesse, yo non daria nada ™ 


Qui buena duefia escarnece e la dexa después, 
atal le contesca o siquier peor.” 


Son rarfsimos los ejemplos en que se emplea otra forma del verbo 
querer ademas de la tercera persona del presente de indicativo. De 
cuando en cuando se encuentra la forma siguiera en algunas obras de 
Berceo (véanse, Sacr. de la Missa, 251b, Vida de Santa Oria, 146b, 
Sto. Dom. de Silos, 386b) pero estos casos indudablemente han sido el 
resultado de error de copista, porque sucede a menudo que las otras 
versiones dan siguiere 0 siquier. 

Ademds de la conjuncién siquier . . . siquier encontramos con 
frecuencia la variante quier . .. quier, que se halla combinada en 
muchos casos con el verbo ser en el modo optativo. Los siguientes 
ejemplos son representativos: 


. . . quier & tuerto quier & derecho.” 
. . « quier sea libre, quier non.“ 
. . . quier fuese verdat quier fuese mentira . . .™ 


* Berceo, Sacrificio de la Missa, ed. Solalinde, Madrid, 1913, 24a. 

" Ibid., 39b. 

* Libro de Alexandre, 1161b. 

* Fuero Juzgo, ed. R. A. E., Madrid, 1815, Libro III, tt. i, ley 6. 

1” Berceo, Sacrificio de la Missa, 31. 

4 Berceo, Milagros de Nuestra Sefiora, ed. Solalinde, Madrid, 1922, 817c. 

® Poema de mio Cid, ed. Menéndez Pidal, Madrid, 1923, v. 3707. 

“Las Siete Partidas, ed. Real Academia de la Historia, Madrid, 1807, 
Partida III, tit. vii, ley 14. 

“ Fuero Juzgo, libro X, tit. ii, ley 4. 

* Las Siete Partidas, Partida II, tét. xviii, ley 23. 
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El empleo frecuente del optativo del verbo ser parece haber acarreado 
la pérdida casi completa de la particula si de siquier. Es muy raro, 
pues, el ejemplo del tipo siguiente: 


. 8i quier seya poderoso, si quier de menor guisa.” 


La aféresis de siquier demuestra la tendencia hacia el sentido optativo 
que se queria dar a la frase, y la particula si, ya no siendo necesaria, 
lleg6 a omitirse regularmente. Porque el verbo quier es, por sf solo, 
tan informe que no puede sugerir ningin sentido verbal, la idea optativa 
dej6 de encerrarse en él, llegando a expresarse esta idea mediante ¢ 
verbo sea (0 fuese), el cual tiene la ventaja de la flexién verbal. Habiendo 
perdido su significado, quier tuvo que desaparecer al fin, dejando en 
lugar de la antigua conjuncién si se quiere . . . si se quiere las expresiones 
sea. . . seay fuese . . . fuese, que son las correspondientes conjunciones 
modernas, 


José R. Patomo 
Ohio State University 


GRACIAN’S ORACULO MANUAL AND THE MAXIMES OF 
MME. DE SABLE 


Tue subject of the influence of Gracidn’s Ordculo Manual upon writers 
of maxims in France in the seventeenth century, has been dealt with by 
V. Bouillier,t A. Coster,? A. Rouveyre,’ and H. A. Grubbs,‘ although, 
as regards Gracidn and Mme. de Sablé, the last three scholars cited, 
depended on the comparisons which Bouillier had already pointed out. 

The present study is concerned with the imitations and reminiscences 
of the Ordculo Manual in the maxims of Mme. de Sablé, a topic rendered 
exceedingly interesting by the close connection between her and La 
Rochefoucauld. The imitations thus far noted by others will be men- 
tioned, and some additional ones, not pointed out until now, will be 
presented. 

Bouillier, in raising the question as to whether Mme. de Sablé can be 
accused of plagiarism, considering the fact that many of her maxims 
appear to be translations of portions of the Ordculo Manual, excuses het 
on the grounds that her maxims were for the edification and pleasure of 
her friends and the visitors to her salon at Port-Royal in the Quartier 
Saint-Jacques, and not for publication. It is true that the eighty-one 
maxims we have were published at Paris in 1678, some months after the 
death of their author by the Abbé d’Ailly, a close friend and frequent 
visitor to her salon, under the title of Mazimes de Mme. la Marquise d 


6 Fuero Juzgo, libro XII, tit. ii, ley 2. 

1 Bulletin Hispanique, 1911, XIII, 316-336. 

2 Revue Hispanique, 1913, XXIX, 347-666. 

% Mercure de France, 15 Mars, 1924, 617 ff. 

* Revue d’ Histoire Littéraire de la France, 1929, XXXVI, 18-59. 
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Sablé et Pensées Diverses de M. L. D.* It is also true that the Abbé 
published the maxims without stating which were original and which 
were translations, probably because this question never occured to him. 
The fact that as many as two-thirds of her maxims are either actually 
translated from or inspired by the Ordculo Manual and that nowhere is 
there any mention of her source, is unusual. The excerpts from her 
correspondence which Cousin * includes as an appendix to his biography 
are void of reference to a source for her work, and if Cousin had chanced 
upon any reference elsewhere in her correspondence, with all of which 
he must have been well acquainted, or if he had had any suspicion of a 
relation with the Ordculo Manual, he would not have made the following 
statement: ’ ‘Aussi parmi les quatre-vingt-et-une maximes imprimées, 
4 peine s’il y en a huit ou dix qui soient vraiment remarquables,” and 
then proceeded to quote the very maxims which are most obviously 
imitated from the Ordculo Manual, i.e. VI, VII, XX VI, XLVIII, LXI. 
There is evidence that the Marquise intended her maxims for publica- 
tion. Cousin includes a letter * which she wrote in 1669 to M. Esprit, 
another intimate of her salon, in which she says: ‘‘Quoiqu’il en soit, 
envoyez-moi promptement, s’il vous plait, ce que vous me promettez. 
Jen ai une étrange impatience, encore que vous m’ayez dérobé un titre 
que je voulais donner 4 de certaines badineries dont vous avez vu un 
commencement.” In a footnote to this letter, Cousin says: “Il s’agit 
ici vraisemblablement des Mazximes de Mme. de Sablé.”” This use of a 
title and the accusation against Esprit of having taken it from her 
would indicate that she had had in mind the publication of her maxims. 
There is ample evidence that Mme. de Sablé liked Spaniards and 
that she knew Spanish and Italian very well. La Rochefoucauld in 
1660 says in a letter to her concerning a trip of Gourville to Languedoc, 
Provence, and Dauphiné:* “Je suis mésme fasché qu’il n’ait rien re- 
marqué de vos bons amis les Espagnols qui les face juger dignes de 
lestime que je vous en ay vu faire.” In the same year, Mme. de Longue- 
ville wrote to Mme. de Sablé with reference to the insistence of Spain in 
favor of Condé: “Je comprends le mieux du monde la joye que vous 
avez de voir la glorieuse conduite de vos bons amis les Espagnols. En 
vérité, elle est digne d’une grande estime; et doit donner un grand gofit 
pour eux & ceux qui n’en auroient pas eu jusqu’ici.” The Abbé d’Ailly 
in the introduction to his edition of her maxims says that she knew the 
Spanish and Italian tongues very well, and that the maxims which she 
composed are admirable lessons ‘‘pour se conduire dans le commerce 


* They were also subsequently published at Amsterdam in 1712 as a supple- 
ment to the maxims of La Rochefoucauld. 

* Victor Cousin, Mme. de Sablé, Paris, 1869. 

" Ibid., p. 112. 

* Tbid., p. 390-391. 

* Victor Cousin, op. cit., p. 501. 
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du monde.” These words have a surprising gracianesque ring to them, 
It seems strange that some of the friends of the Marquise who also 
knew Spanish did not mention Gracidn as a source for her work. 

The Ordculo Manual was first published in 1647. The earliest 
extant edition is that of Madrid, 1653. Mme. de Sablé turned Jansenist 
and moved to Port-Royal where she held her salon about 1655. The 
anonymous Italian translation of the Ordculo Manual appeared in 1679, 
only one year after the death of Mme. de Sablé and the publication of 
her maxims. Amelot’s translation did not appear till 1684. Is it 
possible that the Ordculo Manual was not known and read by anyone in 
France except Mme. de Sablé before 1678? 

That Mme. de Sablé’s ability as a translator of other tongues and as 
a master of her own was well known is proved by the eulogy of her 
ability by Gaspard, Comte de Tende, in a dedication to her work Del 
Traduction, ou régles pour apprendre 4 traduire la langue latine en la 
langue francaise, Paris, 1660.1° Arnauld d’Andilly also frequently 
consulted Mme. de Sablé on translations of Saint Augustine’s Confessions, 
the letters of Saint Teresa, and Tacitus." A letter which this same 
d’Andilly wrote to Mme. de Sablé in 1661 has provoked some conjecture, 
In it he says: * “Et pour vous faire connoitre que je dis vrai, vous 
n’aurez pas oublié sans doute la différence que je vous témoignai d’avoir 
remarquée entre ce que vous et celui que vous savez aviez écrit sur le 


méme sujet, dont l’un étoit comme l’essence et l’autre n’étoit que le 
marc.” Who did d’Andilly, a great translator himself, mean by his 
mysterious ‘celui que vous savez’’? It may be possible that he was re 
ferring to Gracidn. 

Bouillier has already indicated the following analogies: 


Gracién, Ordculo Manual Mme. de Sablé, Mazimes 


xx II 

CVII VI 
XLII XXVI 
CXXII XXVII 
CLIX XXXII 
CV . XXXVI 
XCIII XXXV 
CXLIV XXXV 
CLXXXIII XLI 
XIV XLVII 
CLXXVI LVI 
CVI LX 
CLX LXI 
CXLI LXIII 


1° Victor Cousin, op. cit., p. 345. 
1 Tbid., p. 356. 
12 Tbid., p. 358. 





Gracién, Ordculo Manual 


Mme. de Sablé, Maximas 


Repetitions are frequent in the Mazimes de Mme. de Sablé, that is 
she often expresses the same thought in more than one maxim. Bouillier 


has failed to take this into account in his list. 
include five more numbers in the above list of Mazimes. 


For this reason we may 
The thought 


expressed in XLVIII is repeated in V, that of II in XLV, and that of 


XXXIII in XLIX, L, and LXIX. 


Below are the new analogies discovered. They have been grouped 
in two parts, first those which seem to be fairly certain, and second 


those which would seem probable. 


1. The analogies which seem certain 


Gracidn, Ordculo Manual 
XIII. Auméntase la simulacién al 
ver alcanzado su artificio, y pre- 
tende engafiar con la misma verdad. 


CCLVII. No es menester mds para 
perder a muchos que obligarlos con 
demasia; por no pagar se retiran y 
dan en enemigos, de obligados. 
El idolo nunca querria ver delante 
al escultor que lo labré, ni el 
empefiado su bienhechor al ojo. 


LITI . . . los sabios suelen pecar 
de detenidos, que del advertir nace 
el reparar. Malogra tal vez la 
ineficacia de la remisién lo acertado 
del dictamen. 


CCII. Tambien alaban los de hoy 
las cosas de ayer, y los de aca las 
de allende. Todo lo pasado parece 
mejor, y todo lo distante es mas 
estimado. 


XCIV. Nunca dé lugar a que 
alguno le alcance todo; mayores 
afectos de veneracién causa la 
opinién y duda de adonde llega el 
caudal de cada uno, que la evi- 
dencia de el por grande que fuere. 


Mme. de Sablé, Mazimes 
IV ... car lorsque l’on fait voir 
& un homme artificieux qu’on re- 
connoist ses artifices, on luy donne 
sujet de les augmenter. 


XII .. . souvent les bienfaits nous 
font des ennemis et |’ingrat ne l’est 
presque jamais 4 demi: car il ne se 
contente pas de n’avoir point la 
reconnaisance qu’ il doit; il voudroit 
mesme n’avoir pas son bienfaiteur 
pour témoin de son ingratitude. 


XXIV ... parce que le jugement 
empesche souvent d’entreprendre 
plusieurs choses que |’inconsidéra- 
tion fait réussir. 


XXV. On loue quelquefois les 
choses passées pour bldmer les 
présentes; et pour mépriser ce qui 
est, on estime ce qui n’est plus. 


XXXIX. On fait plus de cas des 
hommes quand on ne connait point 
jusqu’od peut aller leur suffisance; 
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2. The analogies which are probable 


Gracidn, Ordculo Manual 
CCLXIII. No proseguir la necedad. 
Hacen algunos empefio del des- 
acierto y porque comenzaron a errar 
les parece que es constancia el 


proseguir. 


CCXXVII. Conocer su defecto rey. 


LXXXIX. Comprensién de sf. 


CXCIX. Sola una cosa tienen 
menos mala, y es que, ya que a 
ellos los cuerdos no les son de 
algin provecho, ellos si de mucho 
a los sabios, o por noticia o por 
escarmiento. 


L. Sea su misma entereza norma 
propia de su rectitud, y deba mas 
a la severidad de su dictamen que 
a todos los extrinsecos preceptos. 
LXIX. Hombre grande el que 
nunca se sujeta a peregrinas impre- 
siones. 


CCXV. Saber contradecir. 
CCLXXXII. 


Cf. 


Mme. de Sablé, Mazimes 
VII. Les ésprits médiocres, mais 
mal faits, surtout les demi-scavants 
sont les plus sujets 4 l’opinidtreté, 
Il n’y a que les Ames fortes qui 
sachent se dédire et abandonner 
un mauvais parti. 


VIII. La plus grande sagesse de 
homme consiste 4 connoistre sa 
folie. 


XIX. On peut bien se connoltre 
soy-mesme. 


LXI. On s’instruit aussi bien par 
le défaut des autres que par leur 
instruction. L’exemple de l’imper- 
fection sert quasi autant A se 
rendre parfait, que celui de |’ha- 
bilité et de la perfection. 


LVIII. Dans la connoissance des 
choses humaines, nostre esprit ne 
doit jamais se rendre esclave, en 
s’assujettissant aux fantaisies d’au- 
truy. 


LIX. La contradiction doit éveiller 
lattention et non pas la colére. 


The thought expressed in IV is repeated in IX and XI, that of XX XIX 
in XXXVII, that of VII in XV, that of VIII in XIII and XVII, and 
that of LVIII in I, so that seven more of the Mazimes may be discounted 
as repetitions, with the result that thirty two of the eighty one extant 
maxims are clear imitations, sometimes translations, of the Ordculo 
Manual, while ten are probable imitations or adaptations. Only the 
most obvious repetitions were counted. A careful check would indicate, 
as stated above, that approximately two-thirds of the maxims must be 
attributed directly or indirectly to Gracidn. 
GrayDon HovuGH 
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El retorno a la naturaleza. Los origenes del tema y sus direcciones funda- 
mentales en la literatura espafiola. Tesis doctoral de Baltasar Isaza 

y Calder6én, Madrid, 1934: 260 pages. 

This essay represents an important approach to the study of a phase 
of Spanish literature. In its brief form, which brings the subject up to 
Antonio de Guevara, the author reveals appreciation of his theme and 
of the difficulties involved; his presentation is, however, as he himself 
states, a mere skeleton of what could be done to treat comprehensively 
the influence of country life on Spanish literature, especially upon its 
poetry. Dr. Isaza restates his title “El Retorno a la Naturaleza” 
occasionally as ‘‘Retorno a la Vida Natural,” or ‘‘La Contienda entre 
Ciudad y Campo,” or as ‘‘Ruralismo.” None of these concepts embraces 
the meaning given in English, French or German to the much used 
phrase ‘‘Return to Nature,” as a movement in the history of poetry. 
In northern Europe the idea implied a reaction; it meant that the poets, 
having abandoned Nature for a circumscribed philosophy and criticism 
of the character and habits of man, as was the case in the eighteenth 
century, returned to a love of Nature per se. As regards England, one 
thinks of the return to Nature, which began about the time of Thomson’s 
Seasons, and reached its high water mark with Wordsworth. As regards 
France, one thinks of the Nature writers who followed and imitated 
Rousseau. In such a consideration a sharp distinction has to be made 
between writing about the country or ruralism, and expressions of a 
pure love of nature, unrelated to the customs of city or country life. 

The study of our author has no such implications and it would be 
clearer to have him change his title to conform with the contents. These 
deal with the tribute paid by Spanish literature to aspects of rural life, 
but always associated with man, with his specific occupations, with love, 
faith, or ethics, with good and evil behavior suggesting the moral superi- 
ority of the aldea over the corrupting life of the corte or the city. In 
these as in other aspects it is impossible to fail to see an extensive tradition 
reaching into other literatures, and so necessitating constant comparisons, 
for example, of the history of villano and cortés (vilain and courtois) with 
manifestations elsewhere, or of similar ancient themes, such as the 
caballero and the rustic maiden. Comparisons of this nature modify 
many conclusions as to the originality of the Spanish treatment, and 
prevent a possible assumption that a certain ruralism under consideration 
was prompted only by local conditions or personal incentive, when it 
may have been suggested rather by similar creations found in books of 
other times or nations. 


73 
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Within the modest scope which the author gives his study he has 
touched on many vital features and adduced interesting examples; his 
information is greater than his book lets us believe. Having planned at 
first to devote himself to a comprehensive analysis of the work of Antonio 
de Guevara based upon his Menosprecio de la corte y alabanza de la aldea, 
he became aware of the lack of a Vorstudie on which to build his conclu- 
sion. In his task of gathering evidence of the tribute paid by poets to 
country life and of the allusions to a ‘“‘mayor acercamiento del hombre 
a la naturaleza,” Dr. Isaza has made a commendable beginning. He 
has touched upon significant aspects and included in his bibliography a 
number of essential titles. As a foreigner I see the field from other 
angles, notably with its overwhelmingly numerous European aspects, 
so many of which are too closely related to permit discussion of the 
Spanish phase by itself. Inter-influences, literary currents and specific 
indebtednesses furnish the inner light of comparative criticism and 
permit the sundering of a foreign from an indigenous vein. 

Nature taken to be the creation of God as a symbol of the divine, 
according to the medieval point of view; the primitive, or the ristico- 
grotesco, as exemplified in Juan Ruiz; the gradual refinement of ruralism 
through the growing influence of the classical poets, and of the general 
freshness and vitality of pagan literature; the fusion of the ethical aspect 
of the ancients with the moralizing character of church writers; these 
and other interesting phases are touched upon by the author and lead 
us to look for a more profound and comprehensive work from his pen. 
It would be easy to add numerous examples of the tribute of praise paid 
to either La vida natural or to Ruralismo by writers before or after 
Guevara. The author himself could have multiplied his citations if 
the scope of his study had permitted him to embark on a more extended 
treatment. His bibliography will benefit by the addition of titles which 
deal with similar studies in other literatures and therefore illumine the 
Spanish approach to the subject. Poets the world over have regarded 
nature or rural life, as compared with city life, with similar reactions. 

Sefior Isaza may find the following works suggestive: V. De Laprade, 
Histoire du sentiment de la nature, Paris, 1883; M. Reynolds, Treatment 
of Nature in English Poetry between Pope and Wordsworth, Second Edition, 
Chicago, 1909 (Bibliography, pp. 369-377); and the reference book by 
Gayley and Scott, Methods and Materials of Literary Criticism, pp. 
163-166. 


Rupoupx ScHEVILL 
University of California 


El libro de Alexandre. Texts of the Paris and the Madrid Manuscripts 
prepared with an introduction by Raymond 8. Willis, Jr. (Elliott 
Monographs in the Romance Languages and Literatures, edited by 
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Edward C. Armstrong, vol. 32). Princeton-Paris, 1934: xl + 461 

paginas y 4 l4minas. 

La Universidad de Princeton, en sus “‘ Elliott Monographs,” dirigidas 
por E, C. Armstrong, ha rendido un inmenso servicio al campo hispdénico 
con la publicacién de los dos manuscritos del Libro de Alexandre. La 
edicid6n comenzé a prepararla Mr. C. C. Marden, y todos sus admiradores 
lamentaremos que su fallecimiento nos privase de ver en la portada de 
este volumen su nombre, que merecida y devotamente ocupa la pdgina 
de dedicatoria, ya que é] habia consagrado sus tltimos afios a este diffcil 
texto medieval. Uno de sus discipulos, Mr. Raymond 8. Willis, ha 
sabido aprovechar las ensefianzas del maestro y ha demostrado con este 
trabajo y con otro anterior,! como lo demostrardé sin duda con los que 
en firfara tiene sobre el mismo texto, ser digno de la confianza que en 
él deposité el director de las “‘Elliott Monographs” al encargarle la 
continuacién de los inconclusos estudios de Marden. 

Al variar radicalmente los planes que éste tenfa para la edicién 
critica y anotada del Alexandre, se ha acertado a disponer en el presente 
volumen el texto de ambos manuscritos, el de Paris (P) y el de Madrid 
(0), en p&ginas opuestas, de tal manera que las estrofas coinciden como 
en columnas paralelas, dejando blancos cuando uno de los cédices omite 
ciertas coplas o versos y llamando la atencién por medio de una referencia 
al distinto lugar que ocupan otras estrofas en cada uno de los manuscritos; 
de este modo se ha conseguido no alterar el orden de las estanzas tal 
como se halla en los cédices, facilitando, sin embargo, la comparacién de 
las lecturas de ambas copias. Se conserva la numeracién de coplas tal 
como se halla en las ediciones anteriores de Sdnchez y Janer para el ms. 
0 y de Morel-Fatio para el P, permitiendo asi evacuar las citas contenidas 
en los estudios lingiifsticos y literarios que anteriormente se han realizado 
sirviéndose de aquellas ediciones; la de Willis va provista ademas de 
otra numeracién de estrofas que resulta de la fusiédn de las de ambos 
manuscritos.? Willis ha afiadido en los lugares correspondientes y al 
pie de las p&ginas las estrofas que en otras copias se hallan, tales como 
el fragmento contenido en una hoja de la biblioteca del duque de Medina- 
celi, las comunicadas por F. de Bivar en el siglo XVII y las insertadas 
en el Victorial de Diez Gamez. 

La descripcién de los manuscritos que Willis hace en su prélogo 
completa en buen ntiimero de detalles las dadas de P por Morel-Fatio y 
de O por Schiff. Respecto a P se detiene Willis en el examen de las 


1 The relationship of the Spanish Libro de Alexandre to the Alexandreis of 
Gautier de Chatillon (Elliott Monographs, vol. 31), Princeton-Paris, 1934; de 
este estudio nos ocuparemos préximamente en esta misma revista. 

? Citaré por la numeracién independiente de cada una de las dos versiones, 
porque a sus lecturas especificas me tengo que referir; la numeracién combinada 
seré mds util cuando sea necesario comparar las lecturas de ambas copias. 

* La Bibliotheque du Marquis de Santillane, Paris, 1905, pags. 386-387. 





76 HISPANIC REVIEW 


filigranas del papel en que se escribiéd; como estas filigranas se usaron 
hacia la mitad del siglo XV, tenemos fechada esa copia con bastante 
precisién. En cambio, la fecha de O no se fija con detencién, pues 
Willis se limita a decir que “is generally accepted as being of the four- 
teenth or late thirteenth century,” extremo que convendria haber 
aclarado, comparando su letra con la de otros manuscritos, a ser posible 
fechados. Examina Willis la composicién de los cuadernos de folios 
que constituyen ambos manuscritos, punto que suele descuidarse en las 
descripciones de cédices. En O hay mds de cuarenta folios que, aunque 
legibles, estan manchados por el empleo de un reactivo quimico aplicado 
sin piedad; en otros siete hay pasajes diffciles de leer y, o bien se ha 
adoptado la lectura de Janer, o han sido lefidos en Madrid por D. Ramén 
Paz; el mds importante de estos pasajes es la ultima estrofa y en su 
verso c se acepta la lectura “‘natural’” propuesta por Baist, en vez de 
‘‘Segura”’ que es la leccién de Sdnchez y Janer.*‘ 

Del ms. O no tenfamos edicién paleogrdfica, y no hay que decir, 
por ser facilmente comprensible, que el trabajo de Willis es muy superior 
al de Sénchez y Janer. Del ms. P existe la excelente edicién de Morel- 
Fatio, mas en elogio de la de Willis hemos de resaltar que corrige la del 
erudito francés en un buen nimero de lecturas importantes.’ Se han 
reproducido los dos manuscritos con gran fidelidad, recurriendo al empleo 
de los signos usuales en la transcripciones paleogrdficas y distinguiendo, 
ademas de la s y [, otras o y s que pueden interpretarse como s o z; también 
se emplean tres clases de i 0 j (i, i, j); ®° se conservan las tildes ociosas’ 
y otras que podrian resolverse en varias formas distintas (ome). No veo 
por qué se ha seguido a M.-F. en poner V, en la capital de las estrofas, 

‘ Willis indica, p4g. xxvii, los pasajes en que se ha servido de las lecturas de 
Janer. 

5 Véase la lista de estas correcciones en Willis, pags. xxxiii—xxxvii. Si bien 
muchas de ellas son pequefias diferencias de signos empleados, tildes y letras 
abreviadas, hay otras muchas en las que el lector notar4 enseguida la mejora que 
introduce Willis. La biblioteca de la Universidad de Princeton me ha permitido 
la consulta de la fotocopia del ms. 0; asimismo he tenido a mi disposicién la del 
ms. P, de la colecci6n de MLA, que se guarda en la Library of Congress. He 
revisado con la fotocopia todas las lecturas de P en que Willis y M.-F. difieren, 
y en muy pocos puntos, que después iré anotando, me aparto de la interpretacién 
de Willis. 

* No era absolutamente necesario diferenciar las dos clases de j, pero més 
vale pecar por exceso de exactitud. En la transcripcién que yo hago simplifico los 
signos y omito las tildes, cuando no son importantes para el punto discutido. 

7 Estas abundan mds en P que en O, y en vista de ello debié transcribirse 
P 888a almario y no almarrio, 1394a migéro y no migerro y en cambio leer 94a 
ningunt y no nigufit. Convendria haber indicado en la introduccién que el 


lugar en que se colocan esas tildes es a veces arbitrario; por ej. en P 148d conplir 
la tilde abarca toda la palabra. 
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en vez de la U que el ms. P emplea constantemente en esas ocasiones.*® 
En la resolucién de algunas abreviaturas diferimos del criterio adoptado 
por Willis; cuando los mss. emplean letras sobrepuestas, Willis ha 
considerado éstas como no existentes y las ha impreso también en cursiva: 
0 4c Criador, 192a represo, 321a Entro, ete., cuando debieron imprimirse 
Criador,® represo, entro; al transcribir qui y no qui el lector no sabréa si 
puede interpretarse que; la a sobrepuesta podria haber ofrecido duda por 
adoptar en los manuscritos, bien la forma esquemdtica de dos puntos 
unidos, bien la de una a abierta y con su primer trazo extendido hacia la 
derecha; véanse las multiples ocurrencias de quando y quanto y 37c 
gradecer, 38a gramatica, etc. El ms. P usa también las letras sobre- 
puestas, aunque con menos frecuencia que O; la a e i se apartan bastante 
de su forma corriente, pero Willis corrige a M.-F. en 1888d quinta y no 
quenta y 2217b qui y no que, prueba de que distingue esas abreviaturas. 
La tilde de nasal ha sido resuelta en forma discutible en las siguientes 
lecturas de O: 367a demonstrar (demmostrar),!° 118a nomme (nomne; si- 
guiendo el criterio aplicadoa ome, debia ser nome), 1179d lunnera (lumnera), 
2217d danan (danna), 301b nino (ninno) 418a ninos (ninnos). Varias de 
las lecturas en que Willis difiere de M.-F. provienen de que éste consideré 
que algunas tildes comprenden dos abreviaturas dentro de una misma 
palabra: 9a, 1507d generals (M.-F. generales, por descuido M.-F. puso en 
Ya generales), 2054b senor[e]s (M.-F. senores), 2162c ginq[ue |nta 
(M.-F. cinquenta), 2177d grinons (M.-F. grifones), 2629a cosque[_a juan 
(M.-F. cosqueauan); doble empleo ha dado Willis a la tilde tnica de 
234a costunbre; entre 64d menester y 65b menster no veo mds diferencia 
que en el segundo la tilde es mds corta que en el primero (M.-F. lee 
menester en ambos). A veces el copista de P prescinde de la tilde, 
porque a una letra siguiente le hace un trazo alargado, y hemos de 
considerar éste como tilde: 82d menguara vasallos (el primer trozo de la 
v alargado), debe interpretarse, como M.-F., menguaran (Willis men- 
guara); casos de d alargada 2461a, 2578¢ preder, M.-F. prender (Willis 
pre[n Jder), 2509c era de, M.-F. eran (Willis era[n])." El signo 9 se 
transcribe correctamente por us en nombres propios, O 1843a Symacus, 
en vista de que ese y otros nombres terminan en -us cuando se escriben 
integros, pero en O 1689a ganamus, 1838b,d podamus, podremus, debéi 
adoptarse la terminacién espafiola os. 


’ M.-F. conserva U sélo en las estr. 217, 257, 620, 770, 795 y 1504. Willis 
copia esa U en 620, 770 y 1504, cambidndola a V en los demas casos. 

® En O 410a Criador la r final, interlineada, no es una abreviatura. 

1° Uso los paréntesis para indicar mis correcciones. En O ha resuelto Willis 
casi siempre mm y nn, fijandose en que la tilde se halla generalmente antes de la 
nasal no abreviada, pero lo comin es resolver mm y nn. 

1 Puede objetarse a esto que otras veces esos trazos prolongados no tienen 
significado alguno, pero la intencién del escriba fué sin duda la de darles valor 
eM unos casos y no en otros. 
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En la unién y separacién de palabras no se ha mantenido un criterio 
fijio y tan pronto se separan y unen a la moderna, como se atiende a la 
practica de los copistas; no hay razén para unir en O 966c anmonta, 
ni para separar 404d cum el, 521d que ssil (la doble s indica que el escriba 
las consideraba unidas), 568b tra los, 624b quand esto, etc. Los dos 
textos se editan sin puntuacién alguna, porque, segtin se dice en la 
introduccién (pdég. xxxii): “the ‘quaderna via’ of the Alexandre, un- 
punctuated, offers little difficulty to the reader, while obscure passages 
are generally cases of scribal garbling in which any punctuation calculated 
to facilitate the reading might distract attention from possible clues to 
the original reading.” Esto es cierto, pero por unos cuantos pasajes 
diffciles que existan, se priva a los lectores de la ayuda que la puntuacién 
significa. 

Se ha prescindido de toda anotacién paleogrdfica, como ya hizo 
M.-F.; pero no hay posibilidad de reproducir en tipo de imprenta y sin 
explicaciones los antiguos manuscritos con todas sus peculiaridades, 
En nota podrian haberse discutido muchas lecturas que son dudosas 0 
que se prestan a mds de una interpretacién; * se habrfan indicado las 
autocorrecciones de los copistas y las palabras o letras interlineadas; de 
todo ello hay abundantes ejemplos en ambos manuscritos. Esta anota- 
cién asegurarfa al lector, que no siempre podraé consultar los manuscritos, 
de que las lecciones raras no son errores del editor. 

En una edicién paleogrdfica, o no debe corregirse nada o han de 
relegarse las correcciones a las notas. Willis corrige solamente cuando 
puede usar los paréntesis cuadrados, con lo que se limita a restituir los 
olvidos de tilde y las letras omitidas, y eso no en todos los casos: en 0 
541d suenos (suen{n Jos), 573d sinero (sin[n Jero), 715d, 743c,d nuca 
(nu[n jea), 838c¢ mazella (man jzella), 2312c tamano (tsman{n|o), 
1126b enfemedat (enfe[_r }m.), 2320b teger (te[_r |oer), en P 1226a prohetas 
(pro[ p Jhetas). No puede corregir otros errores evidentes como O 2220¢ 
fuffen (fuffen), 2260b tada (toda), P 130c padre (madre), 624b fupoli 
(fupoli), y las frecuentes faltas que comete el inicialista de P, que cambia, 
al pintarlas, las capitales de varias de las estrofas: 1034a Luielo (Auielo), 
1079a Auan (Iuan), 1448a Aan (Han ?), 1718a Oordeno (Cordeno 2), 
1944a Dnbiolas (Enbiolas).“ Tampoco tiene Willis modo de suplir las 
frecuentes omisiones de cedilla en los dos manuscritos. Md4s curioso es 
que no emplee los paréntesis redondos para suprimir letras o palabras 
repetidas, como es practica comin: en O 1433d a los, 2339b yua la 


#2 Son dudosas las siguientes lecciones de O: 263d Bacus, ilegible en la foto- 
copia, P dice Christus (véase la nota de Sdnchez), 472b aquiron la inicial no es @ 
y parece el signo z (Sdnchez y Janer “e Quiron”’), 833a por cabando, ilegible y 
aunque asi leen 8S. y J. no veo el sentido de la frase; 2506c [qu Jando, en vez de 
qu yo leo po; 2508a Perome, la inicial ilegible, acaso Q: Quierome, cf. P y S. y J. 

8 En vista de este caso, debié dejarse P 149a Dspidios y no corregir D[e}- 
spidios, pues sin duda el copista quiso leer Espidios. 
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abaxando, en P 101c cansa(n)do, 795a Varo(ne)nes, 1002a estrechu(a)ra, 
1896a antel, 1962a nue(e)uas. Por otra parte, algunas de las correcciones 
introducidas pudieran ser innecesarias como en O 698a comm[e ]dio 
(comedio),"* 1076c auia[n] no (auiano),!* 1233b enb[rJacados (enbaca- 
dos),** 1421d nu[_u jes (nues).!” 

He aqui la lista de errores que he notado en la transcripcién de O, 
después de un cotejo completo: 28a Avia (Avie), 34a disciplo (discipulo), 
76a la (las), 79c Ienna (Ienua, efr. Berceo, SOria 118b), 171a uos (uos lo), 
269d poffago (poffacgo), 295¢ Eumonidos (Eumonides), 333b uicio (uigio), 
382c auien (auien), 423a, 1837b 2 (z), 485d fi (fi), 664d a essa (essa), 
733b uassalos (uassallos), 755c sigrifica (significa), 764b trotero (tercero), 
926c quiere (quiero), 946b estoria (estorias), 1050b elos (ellos), 1061d y (yo), 
0 (so), 1068d antes (antec), 1119c don Iup. (do Iup., la n esté intencional- 
mente borrada), 1196b et (otro), 1224a Agujo (Aguijo), 1284¢ poderofo 
(poderofo), 1291d coragon (coragon los), 1329a Cafias (Cafias), 1395d 
cosumbre (costumbre), 1402¢ so (se), 1446¢ el oio (ol ojo), 1546d ome 
(oe, de acuerdo con pdg. xxxii), 1558d tergera (tercera), 1622c¢ porfillare 
(porfillare), 1630a sepulto (sepulco), 1722d quiero (quiero te), 1913c 
furon (furon), 2003a Oioron (Dioron), 2052a destro (desto), 2116b le (lo), 
2254b doces (dolces), 2361a Leauauan (Leuauan).'* A esta lista pueden 
afiadirse las siguientes lecturas, de las que no estoy tan seguro, por 
deberse su diferencia a letras que el copista hace en forma muy parecida: 
7c rrafez (rrefez), 10a entredado (enrr.), 28b chiquielle (chiquiello), 38a 
Connesco (Connosco), 122d calomiado (calonnado), 419¢ Relamon (Tela- 
mon), 498¢ Oripolo (Oripole), 506a tanto (tanta), 584b estreuados 
(estrenados), 741¢ cen (con), 1104c en que (on que), 1860d nano (uano), 
2001a nenir (uenir). 

En la indicacién de los retoques hechos por un corrector al ms. O,!* 
que Willis incluye entre doble paréntesis cuadrado, no ha sido muy 
exacto. Estos son los que yo he notado: 343c pa[[res]], 729d [[con- 
quista de don] |de, 730d fuese grande,?° 731d [[y commo es | |pantado, 
732a D[[ario con grande paz]], b: y del mucho holgar, c: d[[esde que 
fue rey }], d: estonges fues, 737b non lo dexa creger, c: a conteger, 738d 
guareces, 740a baraja, b: tu non as de paja, c: auantaja, 828d verdat, 


“ La tilde se usa mucho por O para sbreviar e. 

% Con asimilacién sintdctica, como en O 1162a Sabeno. 

6 Cf. FnGz. 490b, Gral Est., I, 559a19, J. Ruiz 332d (var. de G). 

17 Véase Menéndez Pidal, Cantar, pag. 150. 

En la transcripcién de las cartas de Alexandre, en prosa, publicadas en la 
Introduccién, noto estos errores: pdg. xx, pérrafo 3°., hacia el final: engenrran 
(engenrran z); pdrrafo 4°, dltima linea: tien 1°. (tiene); pdérrafo 5°.: sofrengia la 
(sofrencia z la). 

Es de interés saber, aunque Willis no lo indica en la introduccién, que 
este corrector es del siglo XV. 

*® Omito los paréntesis cuando se trata de frases o palabras integramente 
Tetocadas. 
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833d el fuego uengudo, 834¢ prouado, d: siempre en vn estado, 1413) 
estar, 1415d ba[[stida]], 1419b que[[brantados]], c: mas alegrados, 
d: mente heredados, 1420a conse[[jo]], b: ni aparejo, c: po[[stiguejo]], 
2000c t{[ouio]}]ron . . . [Len pegado]], d: teniendo lo al.* 

Mi cotejo de P no ha sido completo, por haberme convencido pronto 
de que la transcripcién de este ms. es muy exacta. Aparte de lo anterior. 
mente observado, hallo tinicamente estas faltas: 7a nifes (Djnes), 87a Ia 
(M.-F. Ia y, se ve esta y, aunque se ha desvanecido algo la tinta), 144b 
quien (q[ui len), 549a dis (disi); existe duda en la primera a de 227 
pecaado, que no es una a ni tampoco una c, 426a linplio (pudiera ser 
Implio), 432d Fetorias (M.-F. Ferorias; es dificil distinguir entre ¢ y r).® 

No tengo que afiadir que todas estas observaciones las he recogido 
con el 4nimo de completar la obra de Willis y para corresponder atenta- 
mente a su exactitud. Los lectores de esta nota no deberdn perder de 
vista la gran extensién del Alerandre—que en este volumen se imprime 
por duplicado—y convendrdén conmigo en que el nimero de faltas es 
relativamente reducido y la importancia de muchas de ellas escasa. 

La edicién de Willis satisface los requerimientos de un trabajo 
cientifico, y el fildlogo no necesitard mds. Lo que harfa falta ahora— 
mds que una edicién critica, dificilisima si no imposible de realizar por 
los escasos y divergentes elementos de que disponemos—serfa una 
elaboracién literaria del texto, en la que con libertad se combinasen las 
lecturas de los dos manuscritos, sin excesivos deseos de reconstruir las 
modalidades lingiifsticas del autor, y con la nica intencién de hacer 
asequible el Alerandre—sin duda el mejor poema de clerecia anterior 8 
la obra de Juan Ruiz—a los lectores no eruditos, ya que el aroma medieval 
de esta biograffa cl4sica merece ser gustada por todos y no puede serlo 
mientras se halle sepultada bajo la impericia de sus dos mediocres 
copistas. Ojal4 algin dfa Mr. Willis se decida a darnos esta popular- 
zacién del Libro de Alexandre. 

A. G. SoLALINDE 
University of Wisconsin 

% Willis indica que al est& afiadido, sin duda por estar interlineado. Ea 
2082d Willis transcribe q[ue Jrie[[rie]]; el escriba puso qrie y 61 mismo afiadié 
rie entre lineas, porque tomé, en una segunda lectura, ri por una u, leyendo 


“que’’; no cabe duda de que la adicién es de su misma mano y por tanto sobra 
el doble paréntesis. 

* Julia Keller, Contribucién al vocabulario del Poema de Alizandre, Madrid, 
1932, pdg. 7, da una lista de supuestas malas lecturas de M.-F., pero solamente 
dos le son con certeza achacables: 1227c gisma (la cedilla esté muy clara; M.-F.y 
Willis asma) y 2158c fason (M.-F. fason, corregido por Willis). Ambos editores 
leen 720c alleros (cilleros), 1158b astrena (cistrena), 1443¢ anamomo (cinamomo); 
como el nexo ci no se puede distinguir de una a, hubiera sido mejor adoptar las 
lecturas propuestas por Keller. Todas las demds correcciones de ésta, las he 
comprobado con la fotocopia y son errores del copista. 
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The Book of Good Love of the Archpriest of Hita, Juan Ruiz. Translated 
into English Verse by Elisha K. Kane. Privately Printed, 1933: 
xiii + 320 pages. 

The difficulties confronting anyone who would translate the most 
vigorous, varied and original Spanish writer of the Middle Ages are so 
enormous and so obvious as to discourage all but the most sanguine. 
Not only is there no definitive edition of the Libro de buen amor, and 
no adequate commentary, and not only do the two recently published 
glossaries fail to clear up all difficulties, but Juan Ruiz is such a great 
artist, at his best, that the best equipped translator might well quail 
before the task of doing him justice.! 

If Dr. Kane has quailed at any point, he gives no sign of it.2 After 
a flippant preface, in which he pays his none too respectful respects to 
certain colleagues, and a brief Introduction on the life (fancifully recon- 
structed) and work of the author, he plunges with gusto into his trans- 
lation, and the result is a scintillating performance, whose chief defects 
are apparent only when one compares the translation with the original. 
Dr. Kane says he spent many years at his labor, which one may well: 
believe, and that his was a labor of love, and this is borne out by his enthu- 
siasm, which never flags; but he alludes to his “occasional infidelities.”’ 
Unfortunately the infidelities are more than occasional; they are habitual. 
The translator’s respect for his original is not equal to hislove. While not 
infrequently the translation is almost perfect, while often it is more accurate 
and satisfying than might be thought possible, too often it breaks down into 
paraphrase without apparent excuse. Too often the deviations from 
the text are of such a character as to suggest a certain willfulness on the 
part of the translator and to falsify the spirit of the original author. 

Except in the brutal serranillas, Juan Ruiz habitually handles erotic 
matters with delicacy; as Cejador puts it: “sin desdoro del leyente,”’ 
often with a more or less subtle symbolism, as in the exquisite but 
sacrilegious Breviario de amor (str. 374 ff.). The translator says: “I 
have not soft-pedalled such passages.” This is an understatement; he 
has used the full organ. Furthermore he has again and again introduced 
“such passages’’ when there is no trace of eroticism in the text.* 

'Ducamin’s edition (Toulouse, 1901) is paleographic, Cejador’s (Clasicos 
Castellanos, Madrid, 1913) is based wrongly on the earliest redaction of the text, 
and his commentary is often unsatisfactory. The glossaries in question are: 
Henry B. Richardson, An Etymological Vocabulary to the Libro de buen amor . . . 
New Haven, 1930, and P. José Maria Aguado, Glosario sobre Juan Ruiz, Madrid, 
1929. 

* Other works by Dr. Kane are: Gongorism and the Golden Age, Chapel Hill, 
1928; “The Personal Appearance of Juan Ruiz,” Modern Language Notes, Feb., 
“The Electuaries of the Archpriest of Hita,” Modern Philology, XXX, 263- 


* For examples of Kane’s method compare text and translation in the following 
stanzas: 13d, 7led, 74, 94, 108c, 152b, 153b, 155, 312c, 318c, 432d, 446d, 455s, 
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Juan Ruiz, good Goliard that he is, is frequently anticlerical, and 
even irreligious; but there is nothing in his words to justify such renderings 
as: 148a, ‘our busy Lord’; 1017d, ‘a damned evangelist’; 1133, ‘dull, 
in other words a preacher’; 1138a, ‘God, as he’s almighty and all- 
snooping’; 1138d, ‘Christian nincompooping’ (penitencia) ; 1307c, ‘holy 
buzzards’ (religiosos) ; 1396c, ‘God choke that priest’; 1591a, ‘sacerdotal 
crew.’ 4 


“ Anssy que por ayuno e lymosna e oragion 
E por seruir a Dios con mucha contrigion, 
Non ha poder mal signo nin su costellagion; 
El poderio de Dios tuelle la tribulagion.” 


“Wherefore by prayers and continence or passing up a meal, 
Or doling beggars pennies with a shrewd ostensive zeal, 

A man can somehow dislocate stupendous heaven’s wheel— 
For what’s a star or two to God when man begins to squeal? 


It is only fair to record that the religious pieces have been treated in the 
proper spirit of reverence. 

One of the charms of the Libro de buen amor consists in the frequent 
use of old proverbs and sentences, of which Cejador lists no less than 271. 
Many of these are translated so well (1200b, 1208d, 1320d, 1327b, 
1420d, 1494c, 712b, 887c, etc.) that it is a disappointment to find many 
others not translated at all (172d, 557d, 569d, 721c, 730cd, 907b, 933d, 


1363d, 1408d). 

Dr. Kane has nothing to say about his choice of metres, but since in 
the case of the lyrics he has tried (and succeeded brilliantly, be it said) 
to find forms as similar to the Spanish as possible, we may assume that 
he felt the only thing to do was to render the Spanish alexandrines by 
stanzas of monorhymed 14-syllable lines. It has been said, however, 
that any translation will tend to contain more words than the original, 
and, furthermore, that the English equivalent of the foreign alexandrine 
is the decasyllable.* If these remarks are true, perhaps the adoption of 
the shorter line would have done away with the necessity of using 80 
much padding, and removed the temptation for the translator to add 
so much de su propia cosecha. In any case, the long lines have the 
swing of the original, and as a versifier the translator shows great skill, 
not only in the alexandrines, in which he introduces shift of the caesura 
and internal rhyme, to break the monotony, but especially in the numer- 


467d, 470d, 495, 504a, 520b, 529, 539c, 552d, 610c, 629b, 647d, 697, 734b, 739d, 
824, 832b, 847d, 914b, “unmaking virgins in the fear of God,” 939d, 949d, 961¢, 
992c, 1190c, 1248d; 1315 “while both the minstrels and the clergy sought their 
concubines,” (andan de boda en boda clerigos e juglares) ; 1336d, 1340a, 1342, 1494d- 
Kane also introduces smut in 894, 895, and elsewhere. 

* Stanzas 1139-1140 are particularly bad. Compare also for stanza 149: 

5 H. Belloc, On Translation, p. 23; J. P. Postgate, Translation and Translations, 
p. 69. 
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ous lyrics. On the technical side one might criticize his tendency, 
amounting to a system, to use striking and unusual rhymes, even though 
the original may give no slightest excuse for so doing; as in 219: craw, 
straw, raw, maw; 155: quadruples, pupils, scruples, hooples; 45: giggle, 
wriggle, niggle, jiggle (where the rhymes give a jocular twist to a serious 
stanza); 1072: amble, wamble, ramble, shamble: 

The translator says a little, not much, about his handling of the 
language (p. vii). He intends to make his bard speak in American of 
the twentieth century, and to render slang and cant by the equivalent. 
One can not quarrel with this, but modern colloquial American, of which 
there is an abundance, contrasts strangely with ‘“‘and thus the scot of 
trumpeting was laid against the geck,’”’ and with such words as: delf, 
cion, dure, mead, pent, gramercy, wold, rath, eke, chouse, hent, and 
wight. 

It is not always apparent whether Dr. Kane has departed from his 
original, in a given spot, because he didn’t understand, or because of 
metrical or other considerations; but a number of passages make it 
clear that his knowledge of Spanish is not infallible: p. 4, line 27: “la 
ordenada caridad de si mesmo comienga,’”’ means merely “Charity 
begins at home’”’; p. 5, line 20: ¢imiento is rather “foundation” than 
“cement’’; st. 45a: rather “‘and because there is nothing to laugh at in 
good common-sense”; 77d: quiso is not first person; 103b: “‘she set a 
trap” is not the meaning of fizome el juego mafia; 116d: andaluz is not 
“errant knight”; 142c: quadernos componer is not “‘organizes bands of 
men”; 985d: The hour is plainly before sunset, not early morning. 
1071d: A carta de creencia is a “‘letter of credence, credentials,” not “‘a 
writ of Christian faith’; 1127ab: The subject is el ayuno. 1178c: se 
conoscan is probably ‘‘confess” rather than “know themselves”; 1228c: 
laud (alaut) is rather ‘‘lute” than “flute.” Perhaps a misprint. 1235c: 
legos segrales are not ‘‘ brothers lay’’; 1056a: nona is “‘none,” not “nine.” 
The translator has trouble with subjunctive clauses in 155c, 161c, 1511a, 
1658cd, 1659ed, etc. See also stanzas 500d, 512b, 620d, 633b, 694bd, 
8lld, 833c, 1072d, 1112d, 1137a, 1149, 1326ab, 1520b. 

The notes, which might be more numerous, are interesting, for the 
most part in the way in which so many of Sir Richard Burton’s notes to 
the Arabian Nights are interesting. The note to st. 1209 is misleading, 
since Dofia Cuaresma is not going to Roncesvalles. “Cod” does not 
mean what Dr. Kane thinks it does in his note to st. 927. 

But why end on a note of criticism? If this translation undeniably 
falls short of the complete accuracy in detail and faithfulness to the 
spirit of Juan Ruiz which a scholar might desire, Dr. Kane deserves 
our sincere thanks for having undertaken to make available to the 
general reader a practically unknown masterpiece, and he should have 
credit for having surmounted many of his difficulties with distinguished 
success. Finally, his book is a beautiful example of printing (by Rudge), 
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with fine paper and large handsome type, and embellished by a large 
number of amusing initial letters by the talented translator himself. 


CuarLes Paitip WAGNER 
University of Michigan 


Tentative Bibliography of the Belles-Letires of Panama, by Henry 
Grattan Doyle. Cambridge, Massachusetts, Harvard University 
Press, 1934: 21 pages. 

A Tentative Bibliography of Paraguayan Literature, by Maxwell I. 
Raphael and J. D. M. Ford. Cambridge, Massachusetts, Harvard 
University Press, 1934: 25 pages. 

A Bibliography of the Belles-Lettres of Venezuela, by Samuel Montefiore 
Waxman. Cambridge, Massachusetts, Harvard University Press, 
1935: 145 pages. 

Among the latest additions to the series of Spanish American bibli- 
ographies issued by the Harvard Council on Hispano-American Studies 
are those concerned with the belles-lettres of Panama, Paraguay, and 
Venezuela. 

Due to the fact that Panama is the youngest of the Ibero-American 
republics, the first is relatively small in extent; it lists five general works, 
eleven current periodicals, and twenty pages of titles of works classified 
as belles-lettres; but some of these are more historical in character, as is 
indicated by the compiler in a few cases. The extent of Panama's 
literary activity since Independence, as revealed in this work, is never- 
theless rather surprising. 

But slightly more extensive is the volume devoted to Paraguay, due 
to several causes. For the greater part of the 19th century, intellectual 
life in that country was almost completely stifled by the succession of 
tyrannical dictatorships and mad warfare. Then the proximity of 
Argentina tended to attract to her capital the literary men of Paraguay; 
this fusion has made it difficult in many cases to identify writers born in 
the smaller republic, whose works were frequently published in Buenos 
Aires. In the bibliography now published are two pages devoted to 
general works; two, to Paraguayan periodicals; and twenty-one pages of 
titles of literary or allied works. Included here, too, are titles of works 
more purely historical than literary; but the compilers have chosen to 
include all that might serve a literary interest—a judicious decision 
when the scarcity of ready references in English to the life of these 
South American countries is taken into consideration. 

Far more extensive in content and commendable in arrangement is 
the volume dealing with Venezuela. It consists of bibliographical 
sources, three pages; collections and anthologies, five pages; critical 
works, histories of literature, etc., nine pages; literary periodicals, six 
pages; and belles-lettres, 120 pages. In the arrangement of the material 
presented in the main section, the standard catalogue form has been 
followed: the titles under the name of each individual are arranged 
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according to the relation of the individual to the work cited—whether 
as author, editor, compiler, translator or collaborator; these entries are 
followed by pertinent references to critical and biographical material. 
Thus the user of the bibliography is brought into touch at once with all 
the titles of works the compiler has assembled with reference to any 
one writer. This feature is certainly to be recommended for any future 
revisions of the previously published volumes of the series. The repeti- 
tion of titles entailed is more than justified by the increased utility of 
the volume as a bibliographical tool. 

The omission of W. 8. Robertson’s Life of Miranda (Chapel Hill, 
1929. 2 vols.) should be rectified, as that work is the most authoritative 
reference in the field. As an evidence of foreign literary currents in 
Caracas, Roscio’s partial translation of Thomas Payne’s Rights of Man 
(1811) and the translation of the Social Contract of Rousseau made there 
by J. M. Vargas in 1809! might be of interest. 

J. R. Spew. 

University of Texas 


A Preliminary Glossary of New Mexican Spanish, compiled by F. M. 
Kercheville, Ph.D. Together with Some Semantic and Philological 
Facts of the Spanish Spoken in Chilili, New Mezxico, by George 


McSpadden, B.A. The University of New Mexico Bulletin, Lan- 

guage Series, Vol. 5, No. 3, Albuquerque, New Mexico, 1934. 

“For the past three years, this Department has been engaged in the 
task of collecting material from all parts of the state for such a project. 
The first results of the work are offered in the present bulletin. As the 
title on the cover indicates, this is only a preliminary glossary. It is 
published to aid students who wish to help in gathering data for the 
ultimate study. . .” 

Even though the foregoing passage quoted from the Preface prepare 
one for the unfinished nature of the work, one is rather startled by the 
lack of consistency. Some of the words bear a written accent, others 
do not. Spelling varies. We find tegiia in one list and the plural tewas 
in another. Likewise ‘‘guaracha, guarache, huego ‘fever blister, sore,’ 
and juego ‘blister’ (slang).’’ We find era spelled with an h and horchata 
without one. Instead of a general statement about the loss of initial, 
medial or final d, we have lao for lado, usté for usted (true everywhere) 
and the past participles aguao and parao. Asina is given as an archaic 
form of ast as well asa phonetic change. A few verbs are given that show a 
shift of accent in the first person plural, present subjunctive: acdbemos. 
Here again, a general statement of this universal change for all verbs 
would suffice. 

Some adjectives are given in the feminine, some in the masculine: 

1 Documentos para la historia de la vida piiblica del libertador, Caracas, 1875, 
1, 236. Edited by J. F. Blanco and Ramén Azpuria. 
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rete-blanca, with no indication that we may say rete-blanco. Qué hay 
‘hello,’ must be pronounced as in Arizona quidi (kjdi). 

A few definitions follow: aguado ‘soft’; me arrastra ‘no one can do 
it as I can’; canutillo an herb; epazote ‘herb’; yerba de vivora (with a ») 
a weed; mecate ‘shoe-string’ (in Arizona anything from string to rope); 
mocha ‘steam-engine’ (‘switch-engine’ in Arizona); pedorro a black foul 
smelling beetle (probably the pinacate of Arizona); talache ‘pick’; 
vaquillita ‘calf’; enchilada a native dish; menudo a kind of food, ‘a dish 
of food’; tamale a food usually wrapped in corn husks; tortilla ‘very 
thin pancake, a kind of bread.’ 

A few words about the Spanish spoken in Chilili, New Mexico, 
Boludo, Mr. McSpadden defines as ‘rounded, made into the shape of a 
ball.’ It means ‘lumpy’ or ‘bumpy’ in Arizona. Under Anglicisms, 
he gives us ponsofioso (written with an s) for ‘poisonous.’ 

Under Words of Uncertain Origin, we find chamaco ‘brat, baby’ 
(it means ‘kid’ in Arizona) with a notation ‘Used in Mexico.’ It is, 
and so is chongo. Espaura, sometimes ispaura in Arizona, comes from 
yeast-powder. Guevén, huevén ‘sluggard, drone,’ is an augmentative 
of huevo. Jola is the name of a Mexican copper coin, no longer used. 
Pucha (puchi in Arizona) is used in northern Spain. It is given in the 
study as ranging from admiration to disgust. In Arizona we say: 
jPuchi, qué malo! I am not at ali sure that anyone ever says: /Puchi, 
qué bueno! 


Anita C. Post 
University of Arizona 





BRIEFER MENTION 


Discurso leido ante la Academia Espafiola en la recepcién publica del 
Sr. D. Pfo Baroja el dia 12 de Mayo de 1935. Contestacién del 


Exemo. Sr. D. Gregorio Marafiédn. Madrid, Talleres de Espasa- 
Calpe, 8S. A., 1935: 126 pages. 


Pio Baroja has given to his Discurso the title La formacién psicolégica 
de un escritor, applying it rather loosely to a typical series of reminiscences. 
These are often of real importance, establishing a link between the man 
and his work, or between the author and characters which he has created. 
His apparent misanthropy is the result of his ruling passion—‘‘que la 
vida fuese limpia.”” (In 1904 he wrote in El tablado de Arlequin: ‘‘Yo 
escribo en triste porque el medio ambiente me molesta . . . pero en el 
fondo de mi alma amo ardientemente la vida.’’) After viewing the situ- 
ation of the world today, he ends with a note of hope: ‘‘ La esperanza se 
levanta, como las alondras al sol, en los campos agostados a la luz clara 
y penetrante de la mafiana.”’ 


Extremely valuable is the Contestacién of Dr. Marafién. It would 


be difficult to find anywhere, in so brief a compass, so fine an appreciation 
of Baroja. 


O. H. G. 


The Year’s Work in Modern Language Studies, by a number of scholars. 

Edited for the Modern Humanities Research Association by William 

J. Entwistle, with the assistance of L. W. Tancock, Vol. V, Oxford 

University Press, 1935: viii + 214 pages. 

Hispanic studies for the year ending June 30, 1934, are reviewed by 
the following scholars: Catalan Studies, Spanish Philology, and Spanish 
Medieval Literature, by Professor I. Gonzélez-Llubera; Classical and 
Modern Spanish Literature, by Professor W. C. Atkinson; Portuguese 
Studies, by A. A. Rodrigues; Basque, by R. Gallup. 

O. H. G. 


Paradozas racionales, [por] Antonio Lépez de Vega. Editadas con una 
Introduccién por Erasmo Buceta (Revista de Filologia Espajiola, 
Anejo XXI). Centro de Estudios Histéricos, Madrid, 1935. 

Our estimate of the Golden Age must remain incomplete and inac- 
curate until such time as the whole of its philosophical and didactic output 
has been made accessible and evaluated. With the publication of the 
Paradozas racionales an important step has been taken in that direction. 
The text here presented is reproduced from the original manuscript, which, 
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though given the necessary aprobaciones in 1655, was not printed and is 
now in the Seccién de Manuscritos of the Biblioteca Nacional. 

Lépez de Vega is a “‘clésico olvidado.” A native of Lisbon, “foy 
secretario do condestavel de Castella, que para seu uso lhe fez patente a 
sua grande Bibliotheca.” He was a prominent figure in Madrid during 
the reigns of Philip III and Philip IV, identifying himself completely 
with the cultural life of Spain. His Paradozas, “obra de un espirity 
sefiero y disidente,”’ are an important source for the study of that life, 
“‘Semejan una especie de antecedente del ‘bon sens,’ de la ‘saine philo- 
sophie’... .” Juzga el autor los problemas que afronta con criterio 
més que discreto y ponderado, hasta positivista y utilitario, un poco a lo 
Bentham. .. .” 

No less valuable than the manuscript he has edited is the [ntroduccién 
of Professor Buceta, in which no stone has been left unturned in the 
effort to connect the Paradozras with the culture and the literature of the 
time. With its wealth of documentation it is an outstanding contribution 
to the Geistesgeschichte of Spain in the period of her decline. 

O. H. G. 
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